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ABSTRACT 
 
Vienna’s Tonkünstler-Societät (Musician’s Society) was established in 1771 with the 
primary goal of cultivating a pension fund to financially assist the widows and orphans of 
deceased members. Founded by the Habsburg Kapellmeister Florian Gassmann, the Society 
generated its income by soliciting dues, collecting donations, and organizing bi-yearly academies 
held during Lent and Advent. These concerts typically featured newly-composed oratorios 
written specifically for the Society by such eminent composers as Joseph Haydn, Wolfgang 
Amadeus Mozart, Antonio Salieri, and Carl Ditters von Dittersdorf. The Society is considered to 
be one of Vienna’s earliest public concert institutes, and its bi-yearly academies are an integral 
facet of the organization’s identity throughout the eighteenth century.  
Despite its significance in eighteenth-century Viennese music and history, the 
Tonkünstler-Societät is often overlooked in scholarship. This dissertation explores the 
Tonkünstler-Societät from 1771 until 1798, primarily its founding and organization, the 
academies it sponsored, and the repertoire it commissioned. In Chapter 1, I consider how the 
Society fits into the broader networks of social welfare and concert life in Europe and Vienna. 
Looking at the Society in this socio-political context reveals how the group compared to other 
Viennese pension societies as well as its organization and financial operations. The Society 
generated substantial income from its academies, which attracted some of the wealthiest 
Viennese citizens. My work in Chapter 2 explores the Society’s performances, particularly 
through venues, musical ensembles, ticket sales, expenses, and concert culture. Careful study of 
the Society’s programming reveals that the organization had its audience in mind when 
commissioning and planning its repertoire.  
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In my final chapters, I turn to the repertoire to show how the organization appealed to 
public preference and, perhaps, communicated its own agenda. Over the course of twenty-five 
years, the oratorio underwent several structural and textural changes to align with the popular 
operatic traditions of the period, which is seen through works including Gassmann’s La Betulia 
liberata, Haydn’s Il ritorno di Tobia, Maximilian Ulbrich’s Die Israeliten in der Wüste, and 
Leopold Kozeluch’s Moisè in Egitto. Near the end of the century, however, the Society nearly 
abandoned the genre altogether and instead favored miscellaneous programs with cantatas, such 
as Salieri’s La Riconoscenza and Franz Xavier Süssmayr’s Der Retter in Gefahr.  
 With this dissertation, I shed new light on the Tonkünstler-Societät’s significance in 
eighteenth-century Viennese social and concert life, while also providing a fresh look at the 
oratorio genre. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
iv 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
TO MY FAMILY 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
v 
 
ACKNOWLEDGEMENTS  
 
 
A dissertation is a complex web of questions, ideas, data, and experiences that can quickly and 
easily becomes an all-consuming facet of one’s life. As such, it is a difficult task to embark on 
alone, and takes a wide variety of people to help navigate and encourage a young scholar through 
the process. I feel fortunate to have had an extensive and outstanding cohort supporting me. 
 
I am truly indebted to my advisor, Christina Bashford, whose insightful edits, probing questions, 
and keen eye made both my dissertation and myself, as a scholar, stronger. Her patience with me 
was astounding and her confidence unwavering. I feel lucky to have her as a cheerleader. John 
Rice’s involvement in my project was paramount—at first indirectly, through his many writings 
on eighteenth-century music, later through email correspondence and conversations at 
conferences, and finally through his willingness to serve on my dissertation committee. I truly 
appreciate his readiness to help, his time, and his expertise. Keith Hitchins welcomed me into his 
history classroom with open arms, offering kind words, sound advice, and careful critiques of my 
work. Christopher Macklin was always open to brainstorming ideas, listening to conference 
papers (which would eventually morph into chapters), and advising on issues relating to archival 
work. Ulrike Präger’s intimate knowledge of the German language informed my translations and 
her infectious enthusiasm helped keep this project going during times of stress. 
 
The overwhelming majority of my dissertation would not have been possible without my 
excursions to Vienna and the relationships (both professional and personal) I developed there. I 
am grateful to have received support from the Eugene K. Wolf Travel Fund through the 
vi 
 
American Musicological Society. My grandmother, Norma Wuchner, my parents, Glenn and 
Jennifer, and my friends Beverly Rice and Bill Bussing helped me finance my travels.  
 
Once in Vienna, I met several students and faculty members at the University of Vienna, 
including John Wilson and Marko Motnik, who provided thoughtful advice and helped me 
procure library documents not available in the US. I am especially thankful to Elisabeth 
Reisinger for answering countless questions as I learned to read Kurrentschrift and patiently 
helped me navigate the Haus-, Hof- und Staatsarchiv. At the Stadt- und Landesarchiv, where I 
spent the majority of my time, I met and discussed my work with Rita Steblin and Theodore and 
Carol Albrecht. I am also grateful to Michael Lorenz for helping me procure a source from the 
Stadt- und Landesarchiv, and for looking over a transcription. I am thankful for the employees at 
the archives previously stated as well as at the Gesellschaft der Musikfreunde, the 
Österreichische Nationalbibliothek Musiksammlung and Theatersammlung, and Wienbibliothek 
im Rathaus. My dear hosts Sybille and Martin offered kindness and hospitality during my time in 
Vienna, and my friend Waji was always free and willing to see the city with me. 
 
I greatly appreciate the assistance and support of the library staff at both the University of Illinois 
Music and Performing Arts Library and the Interlibrary Lending Office, as well as the employees 
at the Newberry Library in Chicago.  
 
Several people offered invaluable help with small pieces of my work. My work grew through the 
many helpful comments and insights I gained from conference presentations at AMS Midwest 
and the Mozart Society of America. Dorothea Link graciously took time to meet with me at the 
vii 
 
AMS conference in Louisville and kindly answered many various queries over email. David 
Black, Bruce Alan Brown, and Mark Nabholz kindly shared their unpublished research and 
insights with me. Mike Warner and Edwin Lacy were more than willing to provide assistance 
with Sibelius and transposition questions. My sincerest Riconoscenza (“gratitude,” and also the 
title of a particularly troublesome text they both helped translate for this document) goes to 
Susan Parisi and Corey Flack, who graciously helped with my Italian translations.  
 
A number of professors at the University of Illinois—especially William Kinderman, Katherine 
Syer, Jeffrey Magee, and Donna Buchanan—enriched this project at various stages through 
critiques, conversations, and compliments. Many of my colleagues contributed to this project by 
listening to ideas and encouraging my work at various stages. In particular, my dissertation 
buddy, Catherine Hennessy Wolter, has served as a pillar of strength during what is—more often 
than not—a stressful time. I am grateful to my colleagues at the University of Illinois Graduate 
College—especially Alexis Thompson and Derek Attig—for the pep talks, sound advice, and 
gummy bears. 
 
And my deepest gratitude goes to Michael Siletti, who listened to me, challenged me, supported 
me, and cared for me unconditionally. 
 
I dedicate this dissertation to my family—especially my mom, dad, Rachel, Rebekah, Aunt 
Ellen, Grandma Norma, and Gracie—who have stood beside me on my musical journey, starting 
with my first bassoon lesson and continuing through seemingly endless years of graduate school. 
I have been so blessed to have their support throughout it all.   
viii 
 
TABLE OF CONTENTS 
 
A Note on Currency .......................................................................................................  x 
Abbreviations and Orthography .....................................................................................  xi 
 
INTRODUCTION .........................................................................................................  1 
     Vienna, 1770–1800  ..................................................................................................  3 
     Tonkünstler-Societät Historiography and Sources  ..................................................  7 
     Scope  ........................................................................................................................  13 
     Research Goals and Questions  .................................................................................  15 
     Questions of Genre and Framework of Musical Discussion ....................................  15 
     Chapter Outline  ........................................................................................................  30 
 
CHAPTER 1: THE ORGANIZATION OF THE TONKÜNSTLER-SOCIETÄT  ......  35 
     Mutual Benefit Societies in the Eighteenth Century  ................................................  36 
     Mutual Benefit Societies in Vienna  .........................................................................  39 
     The Tonkünstler-Societät in Context ........................................................................  45 
     The Hofkapelle and the Founding of the Tonkünstler-Societät  ...............................  49 
     Membership ..............................................................................................................  54 
     Leadership .................................................................................................................  69 
     The Tonkünstler-Societät as a Financial Enterprise  ................................................  77 
     A Court Musician’s Paycheck and Society Dues .....................................................  80 
     Beneficiaries .............................................................................................................  91 
 
CHAPTER 2: THE ACADEMIES OF THE TONKÜNSTLER-SOCIETÄT  .............  103 
     Public Concerts in London and Paris ........................................................................  105 
     Concert Life in Vienna  .............................................................................................  112 
     The Organization and Repertoire of the Tonkünstler-Societät Academies  .............  117 
     The Works that Never Were .....................................................................................  127 
     The Musical Ensemble ..............................................................................................  128 
     Ticket Sales and Concert Culture  ............................................................................  139  
     Expenses  ..................................................................................................................  155 
     Public Identity and Critical Commentaries  ..............................................................  164 
     Problems with Performers.........................................................................................  170 
 
INTERLUDE: JOSEPH HAYDN’S IL RITORNO DI TOBIA (1775) AS A  
BAROMETER OF CHANGE  ......................................................................................  173 
 
CHAPTER 3: THE METASTASIAN ORATORIO, 1772–1782 .................................  198 
     Gassmann and the “großes Oratorium”  ...................................................................  200 
     1772/76: La Betulia liberata by Florian Gassmann  .................................................  203 
     1772/73/81: Sant’Elena al Calvario by Johann Adolf Hasse  ..................................  210 
     1773/85: Ester by Carl Ditters von Dittersdorf ........................................................  220 
     Patronage and Allegory  ............................................................................................  229 
     The Female Participant  ............................................................................................  240 
     1782: Isacco by Marianna Martines .........................................................................  246 
ix 
 
 
CHAPTER 4: CHANGING DIRECTIONS, 1779–1791 ..............................................  260 
     1779–1783: The Singspiel Experiment  ....................................................................  261 
     1779/83: Die Israeliten in der Wüste by Maximilian Ulbrich  .................................  264 
     1786: Dittersdorf’s “Charitable Donation”  ..............................................................   281 
     1786–1788: The Opera Buffa Experiment  ...............................................................   289 
     1787/90: Moisè in Egitto by Leopold Kozeluch .......................................................  293 
     Perceptions of Joseph II and the Moses Allegory  ....................................................  308 
     Epilogue: Mozart and the Tonkünstler-Societät  ......................................................   312 
 
CHAPTER 5: VARIETY AND DECLINE, 1791–1798  ..............................................   327 
     1791–1798: A Shift in Taste and Repertoire  ...........................................................   328 
     Format of a Variety Concert  ....................................................................................   332 
     1796: La Riconoscenza by Antonio Salieri  ..............................................................   340 
     1796: Der Retter in Gefahr by Franz Xavier Süssmayr  ..........................................   353 
 
EPILOGUE AND CONCLUSIONS  ............................................................................   372 
      
APPENDIX A: THE MEMBERSHIP OF THE TONKÜNSTLER-SOCIETÄT,  
                         1771–1798 ............................................................................................   384 
 
APPENDIX B: THE LEADERSHIP OF THE TONKÜNSTLER-SOCIETÄT,  
                         1771–1798 ............................................................................................   407 
 
APPENDIX C: THE CONCERTS OF THE TONKÜNSTLER-SOCIETÄT,  
                         1772–1798 ............................................................................................   415 
 
APPENDIX D: CONCERT INCOME, EXPENSES, AND TICKET SALES,  
                         1772–1798 ............................................................................................   442 
 
APPENDIX E: NUMBER OF TICKETS SOLD BY SECTION, 1772–1798  .............   447 
 
BIBLIOGRAPHY  .........................................................................................................   453 
 
 
 
 
 
 
 
 
 
 
 
 
 
x 
 
 
A NOTE ON CURRENCY 
 
 
The primary monetary units used in Austria during the latter half of the eighteenth 
century were the Gulden (abbreviated fl or f and also known as the Florin) and the Kreuzer 
(abbreviated x).1 One Gulden was the equivalent to sixty Kreuzer.2 There were also three types 
of gold coins circulating—the Imperial Ducat, the Kremnitz Ducat, and the Ordinary Ducat—and 
their worth depended on the quality of gold they were made of. These amounts varied until 1786 
when they became fixed and equal in value, with the value being 270x. Gulden denominations 
were most frequently printed as paper money, while the Kreuzer and Ducat were coins. Most 
often people were paid in Ducats, but accountants, including those for the Tonkünstler-Societät, 
preferred to record payments in Florins and Kreuzers. Writing in 2012, Christoph Wolff 
estimates that one Florin in today’s currency would equal approximately $65-85 or €45-60.3 A 
basic guide follows: 
1 Gulden (Florin) = 60  Kreuzer 
 
until 1783 
1 Ordinary Ducat = 254 Kreuzer (4 fl 14x) 
1 Imperial Ducat = 256 Kreuzer (4 fl 16x) 
1 Kremnitz Ducat = 258 Kreuzer (4 fl 18x) 
 
beginning in 1786 
1 Ducat = 270 Kreuzer (4 fl 30x) 
 
                                                 
1 On currency and musicians’ payments in Mozart’s Vienna, see Dexter Edge, “Mozart’s Fee for Così fan 
tutte,” Journal of the Royal Musical Association 116, no. 2 (1991): 211–35; Julia Moore, “Mozart in the Market-
Place,” The Journal of the Royal Musical Association 114, no. 1 (1989): 18–42; Mary Sue Morrow, Concert Life in 
Haydn’s Vienna: Aspects of a Developing Musical and Social Institution (Stuyvesant, NY: Pendragon Press, 1989), 
109–39; Moore, “Beethoven and Musical Economics” (PhD diss., University of Illinois at Urbana-Champaign, 
1987). 
2 The Society abbreviated “Kreuzer” three different ways: x, xr, xer. For consistency, I’ve chosen “x” for 
most of my abbreviations. 
3 Christoph Wolff, Mozart at the Gateway to His Fortune: Serving the Emperor, 1788–1791 (Cambridge: 
Cambridge University Press, 2012). 
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ABBREVIATIONS AND ORTHOGRAPHY 
 
I use RISM sigla to denote the various archival resources I consulted in this study. These 
designations include: the Wiener Stadt- und Landesarchiv (A-Wsa), the Gesellschaft der 
Musikfreunde (A-Wgm), Österreichische Nationalbibliothek, Musiksammlung (A-Wn), and 
Wien, Wienbibliothek im Rathaus (A-Wst). 
 
 Determining the spelling of a musician’s name can be difficult and, in the case of the 
Tonkünstler-Societät in particular, the names may appear with two or three different spellings. In 
choosing how to spell the names that appear in this dissertation, I first consulted New Grove 
before consulting the Österreichisches Musiklexikon. If I could not find the musician in either 
encyclopedia, I chose the most commonly used name in the Society’s records. A few exceptions 
were made to this rule; for example, names spelled Josef all appear as Joseph. 
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INTRODUCTION 
 
 
It’s Advent time, and though it snows all day, 
One cannot see a single horse-drawn sleigh. 
Because the theatres are all shut down, 
One cannot even find a comic clown 
To rock the crowd with laughter’s jolly note. 
An oratorio, Des Heilands Tod 
Of Metastasio, is sung; what’s more, 
Salieri has contributed the score. 
Whoever hears this score and does not melt, 
His heart most certainly has never felt. 
Imagine this: together with the heavenly song, 
An orchestra one hundred-sixty strong.1 
 
 
This cheery poem was written by an anonymous concert-goer and published in the 
Konstanzisches Wochenblatt in 1778. It allows us an exclusive glimpse at the Advent 1777 
concert featuring Antonio Salieri’s Italian oratorio, La Passione di Gesù Cristo, which was 
hosted by Vienna’s Tonkünstler-Societät (Musician’s Society) in the Kärntnertortheater. As the 
poet explains, the Advent season typically meant limited theatrical entertainment, but oratorio 
performances were permitted as the moral, moving message was deemed fitting for the liturgical 
season. As our concert-goer suggests, these performances of Salieri’s oratorio were extremely 
popular and attracted more than 2,000 attendees over the course of the two, snowy nights.2 The 
large orchestra gathered to perform the work was unique to the Society and could (perhaps at this 
                                                 
1 Translated in John A. Rice, “Vienna under Joseph II and Leopold II,” in The Classical Era: From the 
1740s to the End of the 18th Century, ed. Neal Zaslaw (Englewood Cliffs, New Jersey: Prentice Hall, 1989), 146; 
163–64. “[…] Wir haben starken Schnee/jedoch es ist Advent,/deswegen auch kein Schlitten rennt./Die 
Schauspielhäuser sind geschlossen,/nun machen keine komische Possen/der Lacher grosse Menge froh;/das 
Oratorium von Metastasio:/Des Heilands Tod genannt, wird uns izt aufgeführet,/und Salieri had die Musik 
componieret,/Wer da nicht Schmelzen will, der muss ganz fühllos seyn,/man bilde sich nur einmal ein,/zum 
Accompagnement der himmlischen Accenten/sind hundert sechszig Instrumenten.” 
2 This figure is taken from the box office reports in the Society’s archives, which are also reprinted at the 
end of this document in Appendices D and E. See also A-Wsa, Haydn-Verein, A 1/3, Akademien 1772–1865, 
“Ausweis der bey den Societaets Accademien von Anno 1772 bis 1844 aufgeführten Stücke, samt der Brutto und 
Netto Einahme und der sämtlichen Ausgaben.” 
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point in Vienna’s music scene) be considered a novelty as the sheer number of musicians on the 
stage at once—160 according to our poet—was seldom ever seen. Importantly, the oratorio’s 
heart-warming message is fitting not just for the Advent season, but also coincides with the 
overarching goal of the Society’s concerts: to provide financial support to the widows and 
orphans of deceased members, as well as sick or elderly members.  
Though remarkably overlooked in scholarship, the Tonkünstler-Societät (also referred to 
as the Musikalische Wittwen und Waisen Gesellschaft) was one of Vienna’s first public concert-
sponsoring organizations.3 The group was formed in 1771 by the Kapellmeister Florian 
Gassmann, and thrived for more than 150 years, before it was dissolved by Hitler in 1939. The 
Tonkünstler-Societät was a mutual benefit society and its membership included some of the 
city’s best composers and musicians, who paid yearly dues and organized bi-yearly concerts 
(Akademien) where the proceeds went into the group’s pension fund. Initiated in 1772, these 
academies primarily featured oratorios by such eminent composers as Joseph Haydn, Carl Ditters 
von Dittersdorf, Johann Adolf Hasse, and Salieri, and frequently attracted large audiences. The 
composers and musicians engaged for the performances were required to provide their services 
gratis and the works commissioned comprise an important chapter in Vienna’s oratorio history.  
This dissertation explores the role and activities of the Tonkünstler-Societät in Viennese 
culture and concert life from the Society’s beginnings in 1771 through 1798 and, in particular, it 
considers the interaction between this institution, the Habsburg court, and Viennese society. By 
situating the Society and the music it sponsored in this socio-political context, my study probes 
how the organization promoted new works within the framework of social welfare. It gives 
special attention to the oratorio, considering how the composers and the Society responded 
musically to shifting public tastes.  
                                                 
3 Eduard Hanslick, Geschichte des Concertwesens in Wien (Vienna: Wilhelm Braumüller, 1869), 6. 
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My work builds on nineteenth-century writings (discussed later) to provide a fresh 
perspective on the inner-working of the Tonkünstler-Societät and its connections to the Imperial 
court. In this way, I offer a more nuanced look at the creation of the Society and the goals and 
requirements of its membership. By studying the all aspects of the Society’s academies—from 
income and expenses to attendance and reception—my dissertation contributes an important 
piece in understanding Vienna’s public concert scene of the time. In particular, my exploration of 
the Society’s programming at these academies reveals that the organization strived to 
commission and perform works that aligned with the taste of its audiences. Using information in 
the Society’s archive as well as several works performed by the organization, I am able to trace 
what actions the Society’s membership undertook and why, thus enhancing our understanding of 
the Viennese oratorio, its role in the concert hall, and its reception during the eighteenth century. 
 
VIENNA, 1770–1800 
A quick glance at the geography, politics, and musical life in Vienna will allow us to 
situate the Tonkünstler-Societät within its socio-political context and begin to understand the 
relationship between these components.4 Vienna was the capital city of the Habsburg Monarchy, 
a vast territory which included what is now Austria, Hungary, Bohemia, and parts of Italy and 
Germany. The Empire was ruled by the Habsburg family, one of the most powerful and longest 
running dynasties in Europe; the Habsburg ruler also typically served as the Holy Roman 
Emperor until the position was dissolved in 1806.5 With the ascension of Empress Maria Theresa 
                                                 
4 David Wyn Jones gives an overview of the musical atmosphere in Vienna at the start of three centuries. 
See Wyn Jones, Music in Vienna: 1700, 1800, 1900 (Woodbridge, UK: Boydell Press, 2016). 
5 Perhaps the best study of Joseph II was written by Derek Beales and was consulted for this project, not 
just for its information on the Emperor, but also its look at Viennese culture and politics during the time. Beales, 
Joseph II, vol. 1: In the Shadow of Maria Theresa, 1741–1780 (London: Cambridge University Press, 1987) and 
Beales, Joseph II, vol. 2: Against the World, 1780–1790 (Cambridge: Cambridge University Press, 2009).There are a 
number of significant resources on the Habsburg Monarchy, but a few particularly helpful English publications 
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in 1740, the house of Habsburg split to become the house of Habsburg-Lorraine. During the 
period of 1771 until 1798, the Monarchy saw four different leaders: Maria Theresa (1740–1780), 
Joseph II (as coregent 1765–1780, as emperor 1780–1790), Leopold II (1790–1792), and Franz 
I/II (1792–1835).6   
Until 1857, Vienna was situated behind enormous walls designed to keep away enemy 
threats; however, as Stendahl noted in 1809, the “fortifications nowadays serve no purpose other 
than to offer agreeable walks.”7 The map found below was drawn by the mathematician and 
cartographer Joseph Anton Nagel in 1770 and shows the Innere Stadt (inner city), and what is 
today known as the First District.8 The dark row of boxes near the top of the page (situated just 
under the large arrow notch in the wall) is the Hofburg, the residence and workplace of the 
Imperial family and their court. In the heart of the district is the Stephansdom, the exquisite 
gothic cathedral, which is now a popular destination among tourists. Early on, the walls were 
surrounded by tall grasses meant to slow outside forces, but by 1740, this natural barrier had 
been plowed and suburbs were beginning to form outside of the walls. The map shows several 
pathways that were cut through the walls at various points, leading outside of the city.  
 
 
 
                                                                                                                                                             
include Robert A. Kann, A History of the Habsburg Empire, 1526–1918 (Berkeley: University of California Press, 
1977); Charles W. Ingrao, The Habsburg Monarchy, 1618–1815, 2nd ed. (Cambridge: Cambridge University Press, 
2000); Ernst Wangermann, The Austrian Achievement, 1700–1800 (London: Thames and Hudson, 1973); Friedrich 
Heer,  The Holy Roman Empire (New York: Praeger, 1968); A. J. P. Taylor, The Habsburg Monarchy, 1809–1918 
(Chicago: University of Chicago Press, 1948); and Benjamin Curtis, The Habsburgs: The History of a Dynasty 
(London: Bloomsbury Publishing, 2013). A relatively new web resource for understanding the Habsburg Empire and 
its rulers is “Die Welt der Habsburger,” accessed October 12, 2015, http://habsburger.net/.  
6 Franz was simultaneously the first Habsburg emperor and second Holy Roman emperor by that name. 
7 Stendhal, Lives of Haydn, Mozart and Metastasio (London: Calder & Boyars, 1972), 9. 
8 The map below is taken from the collection of Bernhard Paul Moll, accessed June 12, 2016, 
http://mapy.mzk.cz/en/mzk03/001/042/780/2619265947/. 
5 
 
 
Map 1: Map of Vienna, 1770 
The map above is taken from the collection of Bernhard Paul Moll and shows Vienna’s first 
district. The map was drawn by the cartographer and mathematician Joseph Nagel, who held 
various positions in the court and worked closely with the Habsburgs, drawing several maps of 
the city, suburbs, and various areas of the Empire. 
1
 
3
 
4
 
5
 
2
 
LEGEND 
1 – KÄRNTNERTORTHEATER 
2 – GROSSER UND KLEINER REDOUTENSAALE 
3 – ALTES BURGTHEATER (NATIONAL THEATER)  
4 – HOFBURG 
5 – ST. STEPHEN’S CATHEDRAL 
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  In 1740, approximately 50,000 people lived in the city and 100,000 lived in the suburbs. 
In his 1786 travel guide, Johann Pezzl acknowledged a slight rise in the population, writing that 
52,053 people lived in the city while nearly 157,000 lived in the suburbs.9 The lower class 
comprised approximately 87 percent of the city’s population, while the aristocracy occupied a 
small percentage (perhaps 1 percent).10 The inner city was mostly comprised of apartments and a 
few private residences, which typically housed the aristocracy, the upper middle class, and 
perhaps some members of the “middle” middle class.11 The lower class citizens (if they were not 
living with their employers) resided in apartments in the suburbs, where, by the end of the 
century, many factories would be built. But because of the general shortage of housing and the 
difficulty of securing a residence in the Innere Stadt, some wealthy citizens were forced to live in 
the suburbs. Population-wise, Vienna trailed other major European cities including London with 
675,000 inhabitants; Paris with 570,000; Naples with 339,000; Amsterdam with 210,000; and 
Lisbon with 185,000.12 By 1800, however, it was the fifth most populous European city after 
London, Paris, Naples, and Moscow.13 Despite the relatively small size of its capital city, the 
population of the Habsburg Empire was considerable, totaling approximately 25 million by 
1790.14  
 
                                                 
9 Johann Pezzl, “Sketch of Vienna (1786–90),” in Mozart and Vienna, trans. H. C. Robbins Landon 
(London: Thames & Hundson, 1991), 64. 
10 Julia Moore, “Mozart in the Marketplace,” The Journal of the Royal Musical Association 114, no. 1 
(1989): 34–35. According to Pezzl, the aristocracy comprised 1 percent of the population while the middle class 
comprised 2.5 percent. Moore points out that Pezzl’s definition of middle class did not take into account the 
different factions within the class. See Chapter 1 of this dissertation for further discussion. 
11 For an introduction to the housing situation in Vienna, see Moore, “Beethoven and Musical Economics,” 
(PhD diss., University of Illinois at Urbana-Champaign, 1987), 184–206. 
12 The cited population numbers are from the year 1750. This data comes from Paul Bairoch’s La 
population des villes européennes, 800–1850 and is cited in John A. Rice, Music in the Eighteenth Century (New 
York: W. W. Norton & Co., 2013), 8. 
13 For an overview of the social climate, industry, government, and ideology of European countries, see 
Jeremy Black, Eighteenth Century Europe 1700–1789 (New York: St. Martin’s Press, 1990). 
14 T. C. W. Blanning, Joseph II (New York: Routledge, 1994), 4. 
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TONKÜNSTLER-SOCIETÄT HISTORIOGRAPHY AND SOURCES  
Despite its significance in concert life, the Tonkünstler-Societät as a benefit and concert 
sponsoring organization has garnered little attention in recent musicological publications, as 
scholars seem content to rely on literature about the Society published in the nineteenth century. 
No current scholarship has set out to synthesize, transcribe, and evaluate the Society’s many 
resources in order to better understand its position in Viennese society and concert life. In her 
seminal book on concert life in the late eighteenth century, Mary Sue Morrow analyzes Vienna’s 
complex musical atmosphere, considering both the public and private concert scene. Using 
primary sources found in Vienna’s archives, she focuses on the various components of music-
making, including venue, financial reports, performance practice, and articles in periodicals, to 
give readers an excellent overview of the city’s concert scene. She devotes relatively little time to 
the Tonkünstler-Societät and, as her rationale, notes that “Because of their high visibility and the 
availability of records on them, they have been accorded a position in Viennese concert history 
that overstates their actual significance.”15 This comment piqued my interest in the Society and 
its activities. Despite the numerous records stored in Vienna’s archives, she does not consult any 
of these sources in her research and instead cites a Denkschrift written by Carl Ferdinand Pohl 
that was published more than one hundred years before her book.16 In her appendices—which 
encompass nearly half of the book—she provides a list of all of the known public and private 
                                                 
15 Mary Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (Stuyvesant, NY: Pendragon Press, 1989), 49n37. In his review article for Morrow’s book, Dexter Edge 
calls Morrow to task for overlooking the Tonkünstler-Societät, pointing out that a quarter of the concerts between 
1772–1800 were put on by the Society. Regarding Morrow’s above quoted statement, he writes that “it perhaps 
underrates their importance to devote only a single paragraph to them, as Morrow does.” See Edge, “Review Article 
for Mary Sue Morrow’s Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social Institution,” 
Haydn Yearbook 17 (1992): 116. 
16 Dexter Edge identifies many issues in Morrow’s publication, which he outlines in his review article, 
which should be consulted in tandem with Morrow’s book. He is particularly critical of the many primary sources 
Morrow did not use for her study, which resulted in her overlooking “several hundred concerts in Vienna between 
1745–80.” (p. 115). This oversight also led to her drawing several inaccurate generalizations. See Edge, “Review 
Article,” 108–66. 
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concerts in Vienna between 1761–1810; these transcriptions comprise an invaluable source for 
scholars. However, while she includes the repertoire performed by the Tonkünstler-Societät, she 
relies on Pohl rather than consulting primary sources, such as the programs held at the 
Gesellschaft der Musikfreunde or the documents in the Society’s archive. Unlike many of the 
other programs she lists, she does not indicate if the academies received notices in any 
contemporary periodicals. That Morrow largely ignores the impact the Society had on Viennese 
concert life is puzzling and she offers no explanation as to why or how the Society’s significance 
was overstated.  
There are three main resources that provide a summary of the Tonkünstler-Societät and 
its activities; the two most frequently cited of these works were published in the nineteenth 
century. While these sources are valuable, they are also outdated and the Society itself has 
generated relatively little scholarly attention since. The first chapter of Eduard Hanslick’s 
Geschichte des Concertwesens in Wien (1869) includes a general overview of the Society, noting 
its similarities to predecessor organizations such as the St. Nicholas and St. Cecilia Brotherhoods 
and comparing the Society’s academies to the Paris Concert Spirituel.17 This chapter includes an 
overview of the Society’s organization and activities, devoting considerable attention to Haydn’s 
relationship with the group; however, Hanslick (who was a critic more than a historian) 
mistakenly claims that all of the meeting minutes from before 1784 were lost, creating a fifteen-
year gap in his analysis of the primary sources. Moreover, his discussion is quite general and 
glosses over details such as the statutes, logistics concerning membership, and how the members 
planned and organized academies. 
                                                 
17 Hanslick, 3–35. 
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Just two years later, Pohl released his Denkschrift aus Anlass des hundertjährigen 
Bestehens der Tonkünstler-Societät (1871), which is the most cited publication on the Society.18 
Pohl’s nineteenth-century text is fifty-one pages and provides a concise overview of the Society’s 
first 100 years.19 The remaining eighty pages are appendices documenting the Society’s concerts, 
academy participants, members, and beneficiaries. While his analysis is much more detailed than 
Hanslick’s, Pohl does little to situate the organization into eighteenth-century Viennese society 
and devotes little discussion to the music and concert life. The Denkschrift could contain traces 
of hagiography, as it was written at the request of Society members in celebration of their 100th 
anniversary; thus it may be that some of the less flattering details (such as a lengthy quarrel with 
the court lute maker) are omitted. Pohl’s book is also acknowledged by some musicologists to be 
flawed. Michael Lorenz writes: “The literature on Viennese musicians in Beethoven’s time is still 
marred by the fact that most researchers rely on Pohl’s flawed 1871 book instead of consulting 
the original archival material on the Tonkünstler-Societät.”20  
Claudia Pete’s 1996 dissertation, “Geschichte der Wiener Tonkünstler-Societät” 
(University of Vienna), was promising, but aside from short chapters on similar organizations 
(Brotherhoods and other pension societies) and a few biographical sketches, her information on 
the Society is largely borrowed from Pohl.21 Rita Steblin writes:  
Unfortunately, Pete in the main just paraphrases Pohl. Even her 
appendices—a list of society members, including the dates when 
they joined, and a list of the widows drawing pensions—are 
basically copied from Pohl. She provides virtually no new 
                                                 
18 Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät 
(Vienna: 1871). 
19 In his brief article, Hanns Jäger-Sunstenau discusses the Society’s later years. Jäger-Sunstenau, “Die 
Archive der Wiener Tonkünstler-Versorgungs-Vereine ‘Haydn’ und ‘Czerny,’” Österreichische Musikzeitschrift 16 
(1961): 77–79. 
20 Michael Lorenz, “A Stauffer Addendum: Two of Stauffer's Creditors,” Musicological Trifles and 
Biographical Paralipomena, accessed July 24, 2015, http://michaelorenz.blogspot.com/2015/03/a-stauffer-
addendum-two-of-stauffers.html. 
21 Claudia Pete, “Geschichte der Wiener Tonkünstler-Societät” (Ph.D. diss., Universität Wien: 1996). 
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information from the copious minutes of the sessions, or from the 
other accompanying materials (“Beilagen”, “Rechnungen”, etc.), 
and one is left with the impression that these archival materials 
have already been fully exhausted as a research source.22  
 
The impression left by Pete’s dissertation is unfounded, as scholars have continued to use 
small and new pieces of the Society’s surviving legacy in their research. Dorothea Link has used 
documents found in the Haus-, Hof- und Staatsarchiv (which are also found in the Society’s 
meeting minutes) to better understand the Hofkapelle and its reorganization in 1772;23 Dexter 
Edge has consulted the box office reports to better understand Mozart’s reception and has studied 
some of the extant concert rosters to comment on orchestras in Mozart’s Vienna;24 and other 
scholars, including John A. Rice, Howard Smither, and Bernd Edelmann, have dipped into the 
Society’s extensive repertoire.25  
Still, as Steblin rightly mentions, the archives hold countless, virtually untouched 
documents that contribute to our understanding of the Society and Viennese concert life. During 
my two trips to Vienna, I visited several of the city’s archival institutions where I studied the 
artifacts that told the story of the Tonkünstler-Societät and shed light on eighteenth-century 
repertoire and concerts.  
                                                 
22 Rita Steblin, “Beethoven Mentions in Documents of the Viennese Tonkünstler-Societät, 1795 to 1824,” 
Bonner Beethoven-Studien 10 (2012): 140n4. 
23 Dorothea Link, “Mozart’s Appointment to the Viennese Court,” in Words About Mozart: Essays in Honor 
of Stanley Sadie, ed. Dorothea Link and Judith Nagley (Woodbridge: Boydell Press, 2005), 153–78. 
24 Dexter Edge, “Mozart’s Reception in Vienna, 1787–1791,” in Wolfgang Amadè Mozart: Essays on His 
Life and His Music, ed. Stanley Sadie (Oxford: Clarendon Press, 1996), 66–117; and Edge, “Mozart’s Viennese 
Orchestras,” Early Music 20, no. 1 (1992): 63–88. 
25 Rice, “Hasse’s Viennese Setting of Sant’Elena al Calvario and the Tonkünstler-Sozietät Oratorio of the 
1770s,” in Johann Adolf Hasse in seiner Zeit: Bericht über das Symposium vom 23. bis 26. März 1999 in Hamburg 
(Leinfelden-Echterding: Carus, 2006), 261–72 and “A Bohemian Composer Meets a Mozart Singer: Koželuch’s 
Rondò for Adriana Ferrarese,” expanded paper from the conference “Mozart in Prague,” Prague, 2–13 June 2009, 
accessed June 12, 2016, https://sites.google.com/site/johnaricecv/lectures; Howard Smither, “Haydn’s Il ritorno di 
Tobia und die Tradition des italienischen Oratoriums,” in Joseph Haydn Tradition und Rezeption: Bericht über die 
Jahrestagung der Gesellschaft für Musikforschung Köln 1982, ed. Georg Feder, Heinrich Hüschen, and Ulrich Tank 
(Regensburg: Gustav Bosse Verlag, 1982), 160–88; Smither, A History of the Oratorio, vol. 3: The Oratorio in the 
Classical Era (Chapel Hill: University of North Carolina Press, 1977–2000); and Bernd Edelmann, “Haydns Il 
Ritorno di Tobia und der Wandel des ‘Geschmacks’ in Wien nach 1780,” in Joseph Haydn Tradition und Rezeption: 
Bericht über die Jahrestagung der Gesellschaft für Musikforschung Köln 1982, ed. Georg Feder, Heinrich Hüschen, 
and Ulrich Tank (Regensburg: Gustav Bosse Verlag, 1982), 189–214. 
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The Society’s archives are primarily divided between three Viennese institutions—the 
Stadt- und Landesarchiv, the Gesellschaft der Musikfreunde, and the Musiksammlung of the 
Österreichische Nationalbibliothek—while several other institutions also contain documents 
relating to the Society. The sheer quantity of records that the Society kept—evident in the 
countless boxes full of carefully sorted documents, the slim volumes containing annual financial 
reports, and the unwieldy bound books that contain meeting notes, financial documents, and 
concert programs—is undoubtedly extensive. While I make no claims of comprehensiveness, I 
have done my best to incorporate as many of these resources into my dissertation as possible to 
shed new light on facets of the Society’s membership, its goals, and its concerts. A brief 
overview of the Society’s archives will illuminate the extant sources and how they were 
incorporated into this study.    
The Stadt- und Landesarchiv holds the Society’s administrative records, including 
meeting minutes, financial reports, and documents detailing the organization of the musical 
academies, which were the items most consulted for this study and are frequently cited in the 
opening two chapters. The Society secretary kept scrupulously copied meeting minutes 
(Sitzungsprotokolle), which are all written in Kurrentschrift and include correspondence between 
the Society and the court, membership applications, details regarding the widows and orphans 
supported, the planning of the academies, and discussion of financial matters.26 While these 
documents are useful in understanding the Society’s goals and administration, only the agenda 
items and decisions are recorded, meaning any discussion or argument on issues is lost. The 
yearly financial reports (Jahresrechnungen) are a treasure trove of information regarding 
membership dues, academy earnings, donation records, and expense records, which occasionally 
                                                 
26 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle and A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle. 
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include surprises (such as compositions purchased but never performed).27 A similar source is the 
Hauptbuch, a thick bound volume that contains the Society’s earliest statutes, membership 
records, and yearly balance sheets.28 These sources help us better understand how the Society’s 
fiscal operations, the financial requirements for membership, and the monetary necessities in 
hosting an academy. One box contains the supplements to the meeting minutes (Beilagen); while 
many of these documents were recopied into the meeting minutes, there are, nonetheless, 
fascinating items, including the Society’s inventory, yearly reports detailing the Society’s 
activities, and correspondence.29 Additionally, the archive holds box office reports, concert 
expense reports, and orchestra rosters, which provide us with a glimpse into the Society’s bi-
yearly academies.30 
The extant playbills for the Society’s academies are held in the archive of the 
Gesellschaft der Musikfreunde and bound in one large volume.31 A few of these large poster-
sized documents (mostly from the late 1780s and 1790s) are held at the Österreichische 
Nationalbibliothek, Theatersammlung in the Hoftheater-Zettel volumes, which also include the 
extant playbills from plays, operas, and other performances hosted throughout the year.32 The 
playbill photographs included in this dissertation are from this source. The surviving scores from 
Tonkünstler-Societät academies are primarily held at the Gesellschaft der Musikfreunde and the 
Österreichischen Nationalbibliothek, Musiksammlung. The Austrian National Library system has 
a number of resources available digitally, which has helped me continue this project stateside. A 
few of the scores and libretti are available online, as are newspapers including the Wiener 
                                                 
27 A-Wsa, Haydn-Verein B 5/1–28, Jahresrechnungen. 
28 A-Wsa, Haydn-Verein B 4, Hauptbuch. 
29 A-Wsa, Haydn-Verein A 3/1, Beilagen. 
30 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865. 
31 A-Wgm, 11678/Programme. 
32 A-Wn, Hoftheater-Zettel, 773.042-D. 
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Zeitung (1703–present)—one of the best period sources in which to search for concert 
announcements and reports.33  
Another institution helpful in gaining information about the Tonkünstler-Societät and the 
Hofkapelle is the Haus-, Hof- und Staatsarchiv, the primary institution for documents relating to 
the Habsburg court. There is one box labeled “Tonkünstler-Societät;” however, this box is not 
limited to the Society, as it also contains information on the members and activities of the 
Hofkapelle. Moreover, most of the documents in this box that reference the Society are also 
included in the holdings at the Stadt- und Landesarchiv. The Haus-, Hof- und Staatsarchiv also 
holds the massive volumes for the Obersthofmeisteramt (Court Chamberlain), which detail 
virtually every facet of court life—including entries on the library and the new animals that were 
purchased for the zoo. These volumes contain occasional mention of the Society, which 
reinforces the connection between these institutions.  
 
 
SCOPE 
 
The impetus behind this work is to reevaluate Morrow’s claim that the Society’s place in 
history is overstated (which, as will be seen, I believe is incorrect). I also seek to expand on the 
information provided in Pohl’s book by providing new insights into the Society’s membership 
and its concerts, but also through contextualizing this information within the broader ideas of 
social welfare, a musician’s livelihood, concert life in Europe, and the shaping of taste through 
repertoire. This dissertation, in part, explores the history of the Tonkünstler-Societät by using the 
plethora of archival resources held in Viennese archives in order to better understand the 
operations of the Society, its membership, and its place in eighteenth-century Viennese socio-
                                                 
33 Until 1780, the periodical was called the Wiennerisches Diarium. Many historic Viennese newspapers are 
available at “ANNO: Historische Zeitungen und Zeitschriften,” (last accessed 27 February 2017), 
http://anno.onb.ac.at/. 
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political culture. Another aspect of my work delves into the Society’s academies, considering 
ticket prices and sales, audience, performing forces, and programming to shed new light on 
concert life in Vienna. This perspective contributes to the existing secondary literature on 
Viennese concert life, such as Morrow’s study, and will hopefully pave the way for future 
scholars to expand on this topic. As one of Vienna’s earliest regular public concert-sponsoring 
groups, the Society contributed to the oratorio genre at its bi-yearly concerts. Through studying 
specific works commissioned and/or performed by the Society, trends emerge that may be seen 
to reflect the concert-going public’s interest in the music. 
My study considers the Tonkünstler-Societät from its formation in 1771 until the start of 
what has been termed the “Haydn Years” in 1799.34 This span of nearly thirty years allows us to 
understand the impact of the Society’s foundation and how its goals and ideas changed 
throughout its formative years. It also allows us to explore the Society’s beginnings as a concert-
sponsoring organization, with its first academies being hosted in 1772. The Society frequently 
commissioned new oratorios and cantatas by some of Vienna’s most popular composers for its 
academies during this period. Most of these works are untouched in scholarship and offer a 
fruitful means to explore an often forgotten and undervalued period in Viennese oratorio history. 
Despite the regular appearance of new works, the Society’s meeting notes and commissioned 
repertoire point to a decline in the oratorio’s popularity until the Society’s premiere of Haydn’s 
Die Schöpfung in 1799. Therefore, my study ends in 1798, because the Society’s concerts from 
hereon into the nineteenth century contained relatively few newly commissioned works and 
instead included repertoire mostly by Haydn and George Frideric Handel.  
 
                                                 
34 I borrow the phrase “Haydn Years” from Carol Padgham Albrecht, who uses it to describe the Society’s 
programming from 1799–1804. Albrecht, “Music in Public Life: Viennese Reports from the Allgemeine 
Musikalische Zeitung, 1798–1804” (PhD diss., Kent State University, 2008), xviii. 
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RESEARCH GOALS AND QUESTIONS 
 
My research focuses on four key aspects of the Tonkünstler-Societät and its activities up 
to 1798. In particular, I ask the following questions: 
• Socio-political Culture: What influence did the Habsburg Monarchy have in the Society’s 
organization and programming? How supportive was the monarch over this institution? How 
does the Tonkünstler-Societät fit into the broader network of mutual benefit societies in Europe? 
• Formation: For what reasons did the Habsburg Kapellmeister Florian Gassmann (1729–1774) 
establish the Tonkünstler-Societät? What was required of members upon admittance? How 
exclusive was membership and why was it occasionally denied?  
• Concert Life: How widely attended and profitable were the bi-yearly concerts? How did the 
Society choose the composers and works it commissioned? How were the events and music 
received by both the Viennese press and concert patrons?   
• Repertoire: In what ways do the oratorios sponsored by the Tonkünstler-Societät fit with 
changing musical currents of the late eighteenth century? What specific oratorios were 
performed and which of the now-obscure works merit closer examination? Did any of the 
librettos serve as metaphors for social or political ideas or problems? What do the Society’s 
programming patterns, especially considering genres, musical styles, composers, and works 
reveal about audience values and taste? 
 
QUESTIONS OF GENRE AND FRAMEWORK OF MUSICAL DISCUSSION 
The concerts sponsored by the Tonkünstler-Societät primarily featured oratorios and less 
so, cantatas. Defining each genre and distinguishing one from another is a tricky task or, as 
Winton Dean puts it, a “notorious thicket,” considering that definitions differ depending on 
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musical time period, geography, and religious denomination.35 Making the designation even 
murkier is the fact that librettists referred to such works by a variety of terms, such as azione 
sacra (sacred action) and componimento sacro (sacred composition) in Italy and geistliches 
Singgedicht (spiritual sung poem) and geistliches Singspiel (spiritual opera) in Germany. In his 
seminal, four-volume series on the oratorio, Howard Smither notes that most often, oratorios and 
cantatas were given such designations by poets rather than composers because the works were 
thought of as “a literary work set to music, rather than a musical work with words.” 36 This idea 
is further supported in looking at the concert playbills from the eighteenth century, in which the 
librettist often received top billing over the composer. 
Smither writes that the most basic definition of the oratorio is “a dramatic work, much 
like an opera, but with a religious text.”37 One of the key elements differentiating the oratorio 
from opera seria is the way in which the story is rendered. The oratorio is typically un-staged, 
with no sets, props, costumes, or movement; however, scholars have noted that occasionally in 
the eighteenth century, oratorios were staged or performed in front of backdrops.38 There are 
                                                 
35 Winton Dean, “Oratorio,” The Musical Times 119, no. 1626 (1978): 653. 
36 Smither, vol. 3, 331.  
37 Ibid., 4. My understanding of the term oratorio is largely drawn from Smither’s series, mainly volumes 
one (The Oratorio in the Baroque Era) and three (The Oratorio in the Classical Era). A few other studies that shed 
light on oratorio traditions throughout Europe during this time span include: Andrea Manhart, “Das Oratorium in 
Wien zwischen Klassik und Romantik” (PhD diss., University of Vienna, 1999); Ranier Cadenbach and Helmut 
Loos, Beiträge zur Geschichte des Oratoriums seit Händel, Festschrift Günther Massenkeil zum 60 Geburtstag 
(Vienna: Voggenreiter Verlag, 1986); Christine Blanken, Franz Schubert’s Lazarus und das Wiener Oratorium zu 
Beginn des 19 Jahrhunderts (Stuttgart: Franz Steiner Verlag, 2002); Erich Reimer, “Oratorium,” Handwörterbuch 
der Musikalischen Terminologie (Stuttgart: Franz Steiner Verlag, 1972); Günther Massenkeil, et. al., Die Musik in 
Geschichte und Gegenwart: allgemeine Enzyklopädie der Musik, vol. 7 (Kassel: Bärenreiter, 1994): 741–811. Other 
resources provide useful biographical introductions to oratorio composers and their works, including Silke Leopold 
and Ulrich Scheideler, eds., Oratorienführer (Stuttgart: J. B. Metzlersche Verlagsbuchhandlung, 2000) and Kurt 
Pahlen, The World of the Oratorio: Oratorio, Mass, Requiem, Te Deum, Stabat Mater and Large Cantatas, trans. 
Judith Schaefer (Portland: Amadeus Press, 1990). Additional resources on specific oratorios and composers are cited 
in individual chapters. 
38 Smither writes that such oratorios, sometimes termed sacred operas or opera sacra, were a mid-
eighteenth-century trend and were primarily found in Naples from the 1780s–1820s. Smither, “Oratorio and Sacred 
Opera, 1700–1825: Terminology and Genre Distinction,” Proceedings of the Royal Musical Association 106 (1979–
1980): 94–5. Bruce Alan Brown describes the use of backdrops in Viennese productions during the 1750s–60s in 
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many similarities between the musical structure and components of oratorios and opere serie 
and, in fact, during the late eighteenth century, the changes made to the oratorio structure parallel 
the features characteristic of opere serie. This is partially due to the fact that the composers and 
librettists who were writing oratorios were also writing opere serie. Other aspects that 
differentiate an oratorio from an opera seria include the subject matter, the oratorio’s two-part 
division (as opposed to opera’s three-part), and the absence of scene structures, thus 
deemphasizing the drama, and the increased role of the chorus. Librettists most often turned to 
the stories in the Bible’s Old Testament in crafting the texts, though New Testament stories, such 
as on the life and death of Christ, were also popular. 
The poet Pietro Metastasio is considered one of the key figures in cultivating and 
codifying both opera seria and oratorio libretti.39 Some of the Tonkünstler-Societät’s oratorios 
were either written by Metastasio or modeled on his distinct style, which emphasized clear and 
simple structures with elegant language.40 Though he penned only eight oratorio libretti (all 
between 1727 and 1740 and most in his so-called “Viennese Period” from 1729 to 1782), these 
monumental works were set by numerous composers and his writing style was emulated by other 
librettists. These oratorios were typically in two parts and comprised alternating recitatives and 
da capo arias, while choruses and ensembles were used sparingly. In crafting his libretti, 
                                                                                                                                                             
Brown, Gluck and the French Theatre in Vienna (Oxford: Clarendon Press, 1991), 119, as does Daniel Heartz in 
Heartz “Nicolas Jadot and the Building of the Burgtheater,” The Musical Quarterly 68, no. 1 (1982): 1–31. 
39 Smither devotes a chapter to the Metastasian libretto in Smither, vol. 3, 51–86. See also, Don Neville, 
“Metastasio: Poet and Preacher in Vienna,” in Pietro Metastasio, uomo universale (1698–1782): Festgabe der 
Österreichischen Akademie der Wissenschaften zum 300. Geburtstag von Pietro Metastasio, ed. Andrea Sommer-
Mathis and Elisabeth Theresia Hilscher (Vienna: Verlag der Österreichischen Akademie der Wissenschaften, 2000), 
47–62; Francesco Cotticelli and Paologiovanni Maione, “Metastasio: The Dramaturgy of Eighteenth-Century Heroic 
Opera,” in The Cambridge Companion to Eighteenth-Century Opera, ed. Anthony R. DelDonna and Pierpaolo 
Polzonetti (Cambridge: Cambridge University Press, 2009), 66–84. In addition, the entire issue of Early Music 26, 
no. 4 (1998) was dedicated to Metastasio. 
40 In a recent article, Elisabeth Fritz-Hilscher discusses how the Society’s oratorios grew out of the late-
Baroque tradition and changed in purpose from a court to public genre. See Fritz-Hilscher, “Die grossen Oratorien-
Produktionen der Tonkünstler-Societät in Wien: Kontrapunkt oder nachfolger der höfischen Oratorienpflege des 
Barock?” Musicologica Brunensia 49 (2014): 211–34. 
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Metestasio drew much inspiration from the Old Testament. The poet also outlined specific 
requirements dictating how the story should unfold. The entire story was to take place over the 
course of twenty-four hours in one location. While many events may happen over the course of 
the story, only one may be felt in real time, on the stage. The recitatives were more a vehicle for 
description and narration than action, and the arias were intended for reflection. Choruses 
concluded each act and nearly every oratorio ended in a lieto fine. Though this type of oratorio 
was most frequently heard and performed in Italy, it was also popular in European Roman 
Catholic courts (including Vienna) in which opera seria productions were regularly performed.41  
Outside of Italy, oratorios were typically heard during Lent and Advent, when opera 
performances at the public theaters were restricted. At Protestant courts and countries, variations 
on the oratorio genre emerged. For example, in German regions two types of oratorios persisted: 
the Italian, dramatic oratorio and the lyric, empfindsames oratorio (sentimental oratorio). German 
oratorios were very similar to Italian oratorios (some were even mere translations of the original 
text), but here, more emphasis was placed on the chorus. Perhaps the most important German 
oratorios in Vienna were Haydn’s Die Schöpfung (1798) and Die Jahreszeiten (1801)—works 
that were crucial to the Society’s concert repertoire through the nineteenth century. 
In the early eighteenth century, the Habsburg monarchs regularly sponsored Italian 
oratorio and sepolcro performances. A subgenre of the oratorio, the sepolcro is typically a one-
part work on the Passion and crucifixion of Christ, performed in the church and containing 
                                                 
41 Here, the oratorios of George Frideric Handel and J. S. Bach, among others, are emblematic of this 
tradition; however, they largely fall out of the scope of this paper. A few useful sources include Hans Schnoor, 
Oratorien und weltliche Chorwerke (Leipzig: Breitkopf & Härtel, 1939); Smither, vol. 2 and vol. 3; Winton 
Dean, Handel's Dramatic Oratorios and Masques (London: Oxford University Press, 1959); Ruth Smith, Handel's 
Oratorios and Eighteenth-Century Thought (Cambridge: Cambridge University Press, 1995); David Ross 
Hurley, Handel's Muse: Patterns of Creation in his Oratorios and Musical Dramas, 1743–1751 (Oxford: Oxford 
University Press, 2001); and Daniel R. Melamed, ed., J. S. Bach and the Oratorio Tradition, Bach Perspectives, vol. 
8 (Urbana: University of Illinois Press, 2011). 
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scenery, costumes, and action.42 During the reign of Leopold I (1658–1705), sacred, dramatic 
works such as oratorios and sepolcri were considered an important part of the Lenten services, 
and performances took place in the Hofburgkapelle, the primary court chapel. Don Neville writes 
that these performances were meant to impart an “‘image of majesty’—of Habsburg piety, moral 
stance, divine favor, awe, power and order—to be projected at the Hofkapelle (and subsequently 
reported) to the court theatres.”43 Sponsorship of oratorios and sepolcri continued until the reign 
of Maria Theresa in 1740, but due to economic difficulties, theater performances were reduced.44 
At this point members of the aristocracy, such as Field Marshal Joseph Friedrich, Prince of 
Saxen-Hildburghausen, sponsored oratorio concerts in their private palaces. Other sacred musical 
works, such as azione sacre, cantatas, and Psalms, were occasionally heard during Lent at the 
Burgtheater.45 This trend reveals that oratorios were originally meant to be heard in the oratory of 
a church, but increasingly throughout the eighteenth century (including in Vienna) they were 
heard in concert halls, thus complicating the edifying message inherent in the genre. This 
situation spawns many questions, and while they lie outside the scope of this dissertation, such 
ideas are worth mentioning. Did composers write such works to impart a certain religious 
message? Did they tailor the theme of the story and the music to what would attract large 
crowds, or did they try to achieve a balance of both? Similarly, can we view these works as 
                                                 
42 See Smither, vol 1, 366. On the sepolcro, see Harry White, “The Oratorios of Johann Joseph Fux and the 
Imperial Court of Vienna,” Studies in Music from the University of Western Ontario 15 (1995): 1–17; Smither, vol. 
1, 365–415; Herbert Seifert, “The Beginnings of Sacred Dramatic Musical Works at the Imperial Court of Vienna: 
Sacred and Moral Opera, Oratorio, and Sepolcro,” in L’oratorio musicale italiano e i suoi contesti (secc. XVII–
XVIII): atti del Convegno internazionale, Perugia, Sagra musicale umbra, 18–20 settembre 1997 (Firenze: L. S. 
Olschki, 2002), 489–511; Rudolf Schnitzler, “From Sepolcro to Passion Oratorio: Tradition and Innovation in the 
Early Eighteenth-Century Viennese Oratorio,” The Maynooth International Musicological Conference 1995: 
Selected Proceedings (Dublin: Four Courts Press, 1996): 392–410; Harry White, “The Sepolcro Oratorios of Fux: 
An Assessment,” in Johann Joseph Fux and the Music of the Austro-Italian Baroque (Aldershot: Scholar Press, 
1992), 164–230; Sigrid Wiesmann, “Das Wiener Sepolcro,” in Oper als Text: Romantische Beiträge zur Libretto-
Forschung, ed. Albert Gier (Heidelberg: Carl Winter, 1986), 25–31. 
43 Don Neville, “Opera or Oratorio?: Metastasio’s Sacred ‘Opere serie,’” Early Music 26, no. 4 (1998): 
596–607. 
44 Smither, vol. 3, 35–36. 
45 See the discussion and charts in Brown, 129–35. 
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harboring the composer’s pure spiritual beliefs, or are they simply written for their popularity 
and profit? While such questions have no easy answers, they are important to consider when 
evaluating public performances of oratorios throughout the eighteenth century.  
 Early on, the Italian, Metastasian oratorio was the format most often used by the 
Tonkünstler-Societät, and thus the above description of the Italian oratorio serves as my initial 
definition of the genre; however, over the course of its first two decades, the Society explored 
ways to shift away from the prescriptions of Metastasian oratorio to seemingly coincide with the 
audience’s taste. Therefore, my definition of the oratorio changes slightly over the course of my 
dissertation.46 The Society performed several German-texted works and while still Metastasian in 
text declamation and plot design, musically they seem to align more closely with the German 
tradition, which places emphasis on choruses. Later works carry structural devices that resemble 
those found in opera buffe productions, mainly increased ensembles and a finale. These changes 
in taste and definition are discussed at length in the Interlude and later chapters. 
 Another genre frequently performed by the Tonkünstler-Societät is the cantata, a term 
that was occasionally used synonymously for oratorio.47 A few specific features distinguish these 
genres, specifically the cantata’s shorter length and most often its secular subject matter. There 
are, of course, exceptions to this definition. The sacred church cantata, a genre most often 
associated with J. S. Bach, was an important feature of eighteenth-century German Protestant 
                                                 
46 Smither errs in his blanket statement that the Society’s last Italian oratorio was heard in 1788, when, in 
fact, the Society hosted two more Italian oratorio concerts: Kozeluch’s Moisè in Egitto in 1790 and Antonio Casimir 
Cartellieri’s Gios, re de Giuda in 1795. Smither, vol. 3, 49. 
47 Few resources exist on the Viennese cantatas performed during the late eighteenth century, but there are 
several helpful sources that guide my understanding and definition of the genre. On the cantata, see Colin Timms, et 
al., “Cantata,” Grove Music Online, Oxford Music Online, Oxford University Press, accessed October 27, 2015; 
Sabine Ehrmann-Herfort, “Cantata/Kantate,” Handwörterbuch der Musikalischen Terminologie (Stuttgart: Franz 
Steiner Verlag, 2002); and Reinmar Emans, et. al., “Kantate,” Die Musik in Geschichte und Gegenwart: allgemeine 
Enzyklopädie der Musik, vol. 2 (Kassel: Bärenreiter, 1994), 1,705–73. Lawrence Bennett has written on the cantatas 
commissioned by the Habsburg court in the early eighteenth century. See Bennett, The Italian Cantata in Vienna: 
Entertainment in the Age of Absolutism (Bloomington: Indiana University Press, 2013) and Bennett, “A Little-
Known Collection of Early-Eighteenth-Century Vocal Music at Schloss Elisabethenburg, Meiningen,” Fontes Artis 
Musicae 48, no. 3 (2001): 250–302. 
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devotional music. Cantatas typically required one or more singers and Baroque cantatas 
comprised several contrasting sections; however, by the eighteenth century these sections had 
become individual movements such as arias, choruses, ensembles, and recitatives. Writing in his 
1783 Magazin der Musik I/I, Carl Friedrich Cramer notes that a distinguishing feature of the 
oratorio is drama, a quality which cantatas often lack.48 Along with oratorios and sepolcri, the 
Habsburg emperors regularly commissioned cantatas in the early eighteenth century, particularly 
for birthdays, name days, and weddings.  
 Colin Timms notes that now the genre designation is used haphazardly in reference to a 
variety of works where the only commonality is the use of a choir and orchestra.49 In my work, I 
define the cantata as a work that is typically shorter than the oratorio, with multiple movements, 
that most often carries a secular theme. While the cantata’s popularity declined in the latter-half 
of the eighteenth century,50 in the 1790s, the Tonkünstler-Societät increased the number of 
cantatas it performed as audiences seemed to prefer shorter works (as discussed in Chapter 5). 
Over the course of the Society’s first twenty-five years, Vienna saw four rulers—each 
with differing musical preferences that impacted the theater scene. Foreign musicians including 
Haydn, Mozart, and later Beethoven donated their services as composers, conductors, and 
performers to the Society’s academies, and political events would shape the city’s musical scene 
going into the nineteenth century. It comes as no surprise that all of these factors and more would 
impact the music heard at the Tonkünstler-Societät academies. Bernd Edelmann has noted a shift 
in oratorio form and style during the latter half of the eighteenth century and has speculated that 
                                                 
48 Smither, vol. 3, 332. 
49 Timms, “Cantata,” New Grove. 
50 Ibid. 
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this is most likely due to a change in audience taste.51 He focuses on the Society’s programming 
during the 1780s and, in particular, Haydn’s Il ritorno di Tobia, describing how the composer 
shortened some of the lengthy, virtuosic arias and added choruses to appease audiences; 
however, his discussion does not include much engagement with the scores and texts beyond 
Haydn’s work.52 My work, on the other hand, considers specific musical moments that highlight 
the ways composers and the Society shaped the music, text, and story to create works that would, 
ideally, draw audiences and appeal to local taste. Focusing on the oratorio, I follow the Society’s 
programming, noting performance trends and works that break from the traditional oratorio 
model. Additionally, I expand Edelmann’s discussion to include the Society’s works from the 
1770s and 1790s, to look at the oratorio genre in its prime, and through to its decline near the end 
of the century. 
In this dissertation, I have selected for study several oratorios that were commissioned 
and performed by the Tonkünstler-Societät, with the aim of discussing some of the new—and in 
many cases overlooked in contemporary scholarship—repertoire the organization commissioned. 
Importantly, I consider how these works were modeled after the changing tastes and expectations 
of the Viennese public and perhaps the Society’s membership, itself.  
Due to the sheer quantity of works performed by the Society during the eighteenth 
century, a number of factors came into play when selecting the repertoire to be discussed at 
length. One of my central tasks was to explore whether (and if so, how) the oratorio, under the 
thumb of the Society, was adapted both musically and textually to better align with public taste. 
Other factors included how successful (or unsuccessful) the work was, the notoriety of the 
                                                 
51 Edelmann, 189–214. Bruce Alan Brown, “Mozart, Da Ponte, and the Tradition of Italian Psalm 
Paraphrases: The Case of Davide penitente, K. 469,” presentation at the American Musicological Society 
Conference, Houston, November 13–16, 2003, and Smither, vol. 3, 48–49. 
52 Christine Blanken also describes this trend, though her discussion seems largely based on Edelmann. See 
Blanken, 246–50.   
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composer, and if the work was linked to particular people or events. The accessibility of a score 
(manuscript, copy, or published edition) or recording was a further determining factor in the 
selection process, as some of the oratorios and cantatas are lost or unavailable in any of these 
formats.  
My analysis of each oratorio is concerned with three main areas: 1) noteworthy musical 
and textual features; 2) how the work seems to exemplify Viennese taste; and 3) the significance 
of the oratorio and cantata in the Society’s concert repertoire (earnings, attendance, reviews, etc). 
In my description of the musical and textual features of each oratorio, my intent is not to provide 
a comprehensive analysis of the work, but rather to point out sections that exemplify the points 
described above. In discussing these works, some of which have few or even no published 
secondary sources, I also shed light on oratorios overlooked in the historiography. Thus, my 
work contributes a new perspective to scholarship on the Viennese oratorio tradition. 
I begin my discussion of repertoire with a brief performance history of Haydn’s Il ritorno 
di Tobia (1775), which provides an introduction to my argument regarding taste. Scholars have 
written extensively on Haydn’s Tobia, which was his first work in the genre, one of his first 
major works written for a Viennese audience, and his first premiered by the Tonkünstler-
Societät.53 In light of this, I decided not to engage in a thorough musical analysis of this work, 
but rather to highlight the adaptations Haydn made to the score in 1784 and 1809. At its 
                                                 
53 On Haydn’s Il ritorno, see Smither, vol. 3, 160–81 and Smither, “ Haydn’s Il ritorno di Tobia,” 160–88; 
Daniel Heartz,  Haydn, Mozart and the Viennese School (New York: W. W. Norton & Co, 1995), 380–86; H. C. 
Robbins Landon, Haydn: Chronicle and Works, vol. 2: Haydn in Esterháza (Bloomington: Indiana University Press, 
1976–80), 213–16, 259–62, 453, 489; Lawrence Schenbeck, Joseph Haydn and the Classical Choral Tradition 
(Chapel Hill: Hinshaw Music, 1996), 179–86; Edelmann, 189–214; Christine Siegert, “Il ritorno di Tobia, Die 
Schöpfung und das italienische Oratorium in Wien,” in Jahrbuch des Staatlichen Instituts für Musikforschung 
Preußischer Kulturbesitz (2010), 143–60; Walter Michel, “Die Tobias-Dramen bis Haydns Oratorium Il ritorno di 
Tobia,” Haydn -Studien 5, no. 3 (1984): 147–68; Otto Biba, “Beispiele für die Besetzungsverhältnisse bei 
Aufführungen von Haydns Oratorien in Wien zwischen 1784 und 1808,” Haydn-Studien 4, no. 2 (1978): 94–104; 
Anke Ridel-Martiny, “Das Verhältnis von Text und Musik in Haydns Oratorien,” Haydn-Studien 1, no. 4 (1967): 
205–40; Riedel-Martiny, “Die Oratorien Joseph Haydns: Ein Beitrag zum Problem der Textvertonung,” Die 
Musikforschung 20, no. 2 (1967): 203; and Ernst Fritz Schmid, “Haydns Oratorium Il ritorno di Tobia, seine 
Entstehung und seine Schicksale,” Archiv für Musikwissenschaft 16 (1959): 292–313. 
24 
 
premiere, the oratorio was one of the most successful academy series, but by 1808 it was written 
off as an “antiquated pot boiler.”54 My goal is to build on work previously done by Landon and 
Edelmann, and to describe the changes Haydn (and his assistant Sigismund Neukomm) made to 
the oratorio to modernize the music to align with Viennese taste.55  
From Haydn’s Tobia my discussion moves to a chronological look at several works in the 
Society’s repertoire; using evidence from the Society’s archives and my own observations, I 
show how these works align with or defy the conventions of the Italian oratorio. The earliest 
works I explore come from the großes Oratorium tradition, cultivated by Gassmann in the 1770s. 
The first oratorio performed by the Society was Gassmann’s La Betulia liberata, which was 
given in three academies during 1772.56 The libretto, written by Metastasio, comes from the 
Book of Judith and tells the well-known tale of the heroine and her nemesis, the general 
Holofernes.57  This story was set by a number of composers, most notably the young Mozart in 
1771, and scholars have compared this work to Gassmann’s oratorio.58 In contrast, my 
perspective considers Gassmann’s work in the context of the mid-century Viennese oratorio 
tradition and in comparison to the works by Johann Adolf Hasse and Carl Ditters von Dittersdorf 
that the Society performed shortly after.  
                                                 
54 Joseph Carl Rosenbaum, “The Diaries of Joseph Carl Rosenbaum, 1770–1829,” trans. Else Radant in 
Haydn Yearbook V (Bryn Mawr, Penn.: Theodore Presser Co., 1968): 145. 
55 The autograph score for Part II of the oratorio is held at A-Wgm A 151 and a copyist’s score is housed at 
the same location, A-Wgm 11459. The Urtext edition that compiles these two sources is Haydn, Il ritorno di Tobia, 
ed. Ernst Fritz Schmid (Munich: G. Henle Verlag, 2000). 
56 A facsimile of this oratorio was edited by Howard Smither and published in 1987. The original version is 
held at A-Wn, Mus. Hs. 19116. 
57 David Marsh traces the popularity of the Judith story in Baroque oratorio and discusses which narrative 
elements were emphasized over the course of time. See Marsh, “Judith in Baroque Oratorio,” in The Sword of 
Judith: Judith Studies Across the Disciplines, ed. Kevin R. Brine, Elena Ciletti, and Henrike Lähnemann 
(Cambridge: Open Book Publishers, 2010), 385–96. 
58 See Horst Weber, “Mozart und andere: La Betulia liberata-Vertonungen im Vergleich,” in Beiträge zur 
Geschichte des Oratoriums seit Händel: Festschrift Günther Massenkeil zum 60. Geburtstag, ed. Günther 
Massenkeil, Helmut Loos, and Rainer Cadenbach (Bonn: Voggenreiter, 1986), 151–78; and Rice, “‘Lodi al gran 
Dio’: The Final Chorus of Metastasio’s Betulia liberata as set by Mozart and Gassmann,” Quinto Seminario di 
Filologia Musicale: Mozart 2006, ed. Giacomo Fornari (Pisa: ETS, 2011), accessed November 16, 2015, 
https://sites.google.com/site/johnaricecv/articles. 
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 Hasse’s Sant´Elena al Calvario was a work performed frequently by the Society, 
entertaining audiences in 1772, 1773, and 1781.59 It was first performed in Dresden in 1734, but 
Hasse made several revisions to the score—including expanding the orchestration and adding 
fugal choruses—to better fit the performing forces employed by the Tonkünstler-Societät. While 
some writers have focused on Hasse’s Dresden version of the oratorio, only John A. Rice has 
given attention to the Viennese setting, which he considers, more broadly, with the musical 
trends found in Viennese oratorios of the 1770s.60 My work expands on Rice’s discussion, 
beginning with an overview of how Hasse recrafted his work the Viennese audiences in mind, 
and moving to specific elements of the music that stand out, specifically his use of 
instrumentation.  
 Dittersdorf’s Ester was the third oratorio commissioned by the Society and the first of 
three the composer wrote for the Tonkünstler-Societät. In his autobiography, Dittersdorf recounts 
a visit from Gassmann during which the oratorio was commissioned.61 As there are few records 
between the Society and the composers it commissioned, Dittersdorf’s account sheds an 
important light on the Society’s repertoire selection process. Scholars have briefly discussed the 
circumstances surrounding the performance of Dittersdorf’s oratorio but the music is mostly 
untouched, leaving much room to expand on his early compositional language and procedure.62 
                                                 
59 A facsimile of this oratorio was edited by Howard Smither and published by Garland in 1987. According 
to Rice (“Hasse’s Viennese Setting,” 266n10), this is the Dresden edition and was incorrectly identified as the one 
performed in Vienna. The Viennese edition is housed in Milan at the Conservatorio di Musica Giuseppe Verdi, 
Biblioteca. A copy of the Viennese score is held at the Newberry Library in Chicago, which was the source 
consulted here. Hasse, Sant’Elena al Calvario, score, 1772, Newberry Library, MS VM 2000.H35o. 
60 Rice, “Hasse’s Viennese Setting,” 261–72. 
61 Carl Ditters von Dittersdorf, Lebensbeschreibung seinem Sohne in die Feder diktiert, ed. Norbert Miller. 
(Munich: 1967), 197–203. 
62 Rice has touched on Dittersdorf’s Ester in “Vienna under Joseph II and Leopold II,” 147–48. See also 
Herbert Seifert, “Dittersdorfs Oratorien,” in Carl Ditters von Dittersdorf: Leben, Umwelt, Werk, Internationale 
Fachkonferenz in der Katholischen Universität von 21.–23. September 1989, ed. Hubert Unverricht (Tutzing: Hans 
Schneider, 1997), 91–110. 
26 
 
An important facet of my study of Gassmann’s oratorio is the allegorical links between 
the story of Judith and the Empress Maria Theresa. David Bradley pursues these connections in 
his 1985 dissertation, which considers the subject on cultural, literary, and musical levels.63 I 
expand the comparison by incorporating the two oratorios that the Society commissioned 
immediately after—Hasse’s Sant´Elena al Calvario and Dittersdorf’s Ester—which, too, require 
a strong female lead. I argue that the first three oratorios commissioned by the Society are 
allegorically connected to the Empress, offering clues in the text and music while linking such 
topics to her life. 
Building on the theme of women and music, I explore the role female performers and 
composers played in the Society’s academies. The only female who composed a work for the 
Society was Marianna Martines, who received her musical education from Haydn, Giuseppe 
Bonno, and others and was mentored by Metastasio, with whom she and her family also lived. 
She composed her oratorio Isacco, written in the Metastasian style, for the Society’s 1782 
academies.64 While Rice has discussed the oratorio in terms of a few central features, I expand 
the discussion to include more sections of the work (such as the intricately crafted recitatives), 
while also comparing it musically and thematically to the earlier works commissioned.65  
 During the 1780s, the Society’s oratorio selections began to stray from the conventional 
style and, in some cases, adopted features that resembled popular operatic conventions. The 
premiere of Maximilian Ulbrich’s Die Israeliten in der Wüste corresponds with the founding of 
                                                 
63 David Cameron Bradley, “Judith, Maria Theresa, and Metastasio: A Cultural Study Based on Two 
Oratorios” (PhD diss., Florida State University, 1985). 
64 Martines’s score is held at A-Wgm III/1733. A published score is available; see Martines, Isacco, ed. 
Conrad Misch (Kassel: Furore Verlag, 2001). Irving Godt, Marianna Martines: A Woman Composer in the Vienna of 
Mozart and Haydn, ed. John A. Rice (New York: University of Rochester Press, 2010), 180–88. In completing the 
book for the late Godt, Rice chose to add the chapter on Isacco; thus I cite him as the author of the analysis. 
65 Though Burney met Martines a full decade before her collaboration with the Tonkünstler-Societät, he 
described her prowess at the keyboard, as well as in singing and composition. Charles Burney, An Eighteenth-
Century Musical Tour in Central Europe and the Netherlands vol. 2 (London: Oxford University Press, 1959), 72–
130.   
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the German theater in Vienna and the prevalence of the Singspiel tradition.66 While German 
oratorios such as this one were by no means an innovation, that the Society’s first performances 
of such works align with this surge in German theater productions is telling and merits further 
examination. Ulbrich’s work is one of the lesser-known oratorios commissioned by the Society, 
and while it has received little scholarly attention, the oratorio earned critical acclaim during 
performances in 1779 and 1783. A propos the earlier performance, a reporter from the Wiener 
Diarium attended the event and in the concert report he listed the best numbers from the 
oratorio.67 The 1783 academy series was attended by the Swedish composer Johann Martin 
Kraus, who was embarking on a grand tour.68 Moreover, Kraus gave a detailed account of the 
music and performers, which not only includes his impression on the music and the concert, but 
also sheds light on issues of eighteenth-century performance practice and notably, the Society’s 
performing forces. 
 Just a few short years later, in 1786, the Society hired a librettist to revise the structure of 
the oratorio texts to include more duets, trios, and quartets, in essence devising a structure that 
more resembles an opera buffa than an opera seria. One of the works in this style that the 
Society performed was Leopold Kozeluch’s Italian oratorio Moisè in Egitto (1787, 1791).69 
Though its composer is best known for his contributions to piano repertoire, Kozeluch’s oratorio 
was popular in its time; the Society performed the work on two separate occasions, and both 
times generated a sizable profit. However, scholars have discussed only anomalies in the score 
and paid little attention to the work as a whole. Bernd Edelmann has written on the revisions the 
                                                 
66 The score is held at A-Wn Mus. Hs. 16468, 1–2. 
67 Wienerisches Diarium, No. 103 (25 December 1779), 5. 
68 Bertil H. van Boer, The Musical Life of Joseph Martin Kraus: Letters of an Eighteenth-Century Swedish 
Composer (Bloomington: Indiana University Press, 2014), 143–45, 153–54; van Boer, “The Travel Diary of Joseph 
Martin Kraus,” The Journal of Musicology 8, no. 2 (1990): 266–90; and Hans Eppstein, “Quellen zur Biographie 
von Joseph Martin Kraus,” Mitteilungen der Internationalen Joseph-Martin-Kraus-Gesellschaft vol. 9 (1989): 12, 
14. 
69 The score is held at A-Wgm Ms. III 7947. 
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Society undertook to make the oratorio genre and libretto coincide with Viennese taste.70 While 
he mentions Kozeluch’s Moisè as an example, he does not investigate whether the oratorio 
indeed aligns with the prescriptions outlined by the Society. Another oddity is clear in looking at 
the score itself. For the 1791 performance, Kozeluch wrote a new aria to replace the one sung in 
the 1787 premiere. This new aria is sewn into the existing score, right in the middle of the old 
aria. Rice has explored whether Kozeluch composed the new aria and what circumstances 
necessitated this revision.71 I also investigate both arias by considering the musical stylistic 
differences and also how the different texts work within the overall drama.  
 When Wolfgang Amadeus Mozart moved to Vienna in the 1780’s, he became involved 
with the Society as both a performer and composer. His cantata Davide penitente (1785) was the 
only work the composer wrote specifically for the Society and has, in recent decades, sparked the 
curiosity of scholars.72 The cantata is largely a paraphrase of the opening half of Mozart’s Mass 
in C Minor (aside from two arias that were added for specific Viennese singers); for this reason, 
the music itself (until recently) has earned little attention in academia. Scholars including Irene 
Brandenburg and Bruce Alan Brown have studied the libretto, which Brandenburg identifies as a 
set of free psalm translations by Saverio Mattei from his I libri poetici della Bibbiami.73 Upon 
studying Mozart’s letters and librettos, other scholars have considered whether Mozart actually 
intended to premiere a revised version of his older oratorio, La Betulia liberata, with the 
                                                 
70 Edelmann, 189–214. 
71 Rice, “A Bohemian Composer.”  
72 Wolfgang Amadeus Mozart, Davide penitente, K. 469, in Wolfgang Amadeus Mozart: Neue Ausgabe 
sämtlicher Werke, ed. the Internationalen Stiftung Mozarteum Salzburg, Serie I, Geistliche Gesangswerke, 
Werkgruppe 4, Oratorien, Geistliche Singspiele und Kantaten, Band 3 (Kassel: Bärenreiter, 1985). 
73 Irene Brandenburg, “Neues zum Text con Mozarts Davide penitente KV 469,” in Klang-Quellen: 
Festschrift für Ernst Hintermaier zum 65. Geburtstag Symposionsbericht (Munich: Strube, 2010), 209–29. This 
article is translated and shortened in Brandenburg,“Mozart, Davide penitente, and Saverio Mattei,” Newsletter of the 
Mozart Society of America 15, no. 2 (2011): 11–12. Bruce Alan Brown, “Mozart.”  
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Tonkünstler-Societät.74 Mozart’s work exemplifies several of the concepts explored with the 
earlier oratorios, while looking forward to the Society’s programming trends in the 1790s. 
 The Society’s programming in the 1790s saw a shift from the lengthy oratorio concerts to 
miscellaneous academies—much like the one in which Mozart’s cantata premiered. In the 1790s, 
the Society avoided regularly commissioning new oratorios because of the genre’s fading 
popularity with audiences, and instead, sponsored concerts of miscellaneous works, which I term 
“variety academies,” that featured arias, symphonies, choruses, chamber works, and frequently 
cantatas. Of the cantatas performed in the 1790s, two stand out for the connections to current 
events. The first, Antonio Salieri’s La Riconoscenza, was composed for the Society’s twenty-fifth 
anniversary and performed at the Lent 1796 academies.75 Its text gives thanks to the Society’s 
patrons (Maria Theresa and Joseph II) and audiences for their support of the organization. 
Though Rice’s monumental book on Salieri gives some clues as to the composer’s compositional 
style and his productivity during this period, he does not mention La Riconoscenza.76 My work 
looks at the music and the text of the Society’s celebratory piece, paying careful attention to 
mention of the Society’s patrons: Maria Theresa and Joseph II.  
 The second cantata, performed during Advent 1796, was Franz Xavier Süssmayr’s Der 
Retter in Gefahr, which was written in anticipation of the looming war with France.77 This 
wildly popular work was not written for the Society, but rather for the support of the Wiener 
                                                 
74 David Black, “Mozart’s Association with the Tonkünstler-Societät,” in Mozart Studies 2 (Cambridge: 
Cambridge University Press, 2015), 55–75; and Rice, “‘Lodi al gran Dio.’” 
75 The manuscript score of La Riconoscenza is held at the Österreichische Nationalbibliothek as A-Wn 
Mus.Hs.4477 Mus, and also accessible online from the library’s website. 
76 See Rice, Antonio Salieri and Viennese Opera (Chicago: University of Chicago Press, 1998). I. F. Edlen 
von Mosel briefly discusses Salieri’s involvement in the Society in Mosel, Über das Leben und die Werke des Anton 
Salieri, ed. Rudolph Angermüller (Vienna: Verlag, 1999), 164–67.   
77 The manuscript of Der Retter is held in Budapest (H-Bn). For this project I viewed a copy of the score, 
held at the Vienna City Library (Wienbibliothek) at the Rathaus and consulted an edition created by Mark Nabholz, 
which was part of his DMA thesis. Nabholz, “The Rescuer in Danger: A Scholarly Performance Edition of Franz 
Xavier Süssmayr’s Secular Cantata, Der Retter in Gefahr,” (DMA thesis, University of South Carolina, 2011). 
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Freywilligen Korps (the Vienna volunteer corps), and as such, shows the Society turning to 
popular repertoire to appeal to its audience. Early performances of Süssmayr’s cantata were 
chronicled by the writer Joseph Richter in Die Eipeldauer Briefe, 1785–1797.78 A recent thesis 
by Mark Nabholz details the performance history of the cantata by the Freywilligen Korps, but 
does not touch on the Tonkünstler-Societät’s rendition of the work. Themes that I explore in my 
discussion of the work include patriotism, class, and support for the Emperor. 
 
CHAPTER OUTLINE 
This dissertation is a blend of institutional history and concert life on the one hand, and a 
discussion of the Society’s programming and changes in repertoire between 1771–1798 on the 
other. I begin my first chapter by considering social welfare organizations in Vienna (and to a 
lesser extent London) to show the wider need for such support, before investigating the 
formation of the Tonkünstler-Societät by members of the Hofkapelle. The Tonkünstler-Societät 
was part of a broader network of mutual benefit societies in Austria that aimed to provide 
financial aid to sick or elderly members and the widows and orphans of deceased members. In 
Vienna, some such organizations included the St. Nikolaus Bruderschaft (1288), St. Cecelia 
Bruderschaft (1725), workman’s guilds, and the Medicinische-Facultät Wittwen-Sustentations-
Kassa (1758). One of the first such organizations specifically geared toward musicians arose in 
London at the beginning of the eighteenth century; I thus offer a brief history of the group and a 
comparison with the Tonkünstler-Societät. The Tonkünstler-Societät materialized in 1771 in 
response to Joseph II’s reorganization of the Hofkapelle, which included the elimination of a 
court-sponsored pension system for court musicians. The remainder of this chapter discusses the 
early history of the Society, evaluating its statutes, membership, beneficiaries, and through what 
                                                 
78 Joseph Richter, Die Eipeldauer Briefe (Munich: Georg Müller, 1917), 299–302. 
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means it earned money. While earlier studies by Pohl and Pete mention these issues, I use 
primary sources to elaborate on these ideas and contextualize them to gain an understanding of 
the Society’s role in eighteenth-century concert and cultural life and how the organization 
compares to other similar and contemporary groups.   
Chapter 2 focuses on the bi-yearly academies hosted by the Tonkünstler-Societät—events 
that distinguish the Society from other similar organizations; these events contributed to the 
organization’s legacy as a concert-sponsoring organization in Vienna. I begin by looking at 
similar, international concert series, such as the Paris Concert Spirituel and public concerts in 
London, to better understand the beginnings of European public concerts, before moving to the 
Viennese musical soundscape. There, I aim to describe the types of musical performances 
regularly attended in Vienna before situating the Society in this context. In evaluating the 
Tonkünstler-Societät concerts, I look particularly at programming, audiences, performance 
spaces, musical forces, and finances to better understand how the academies were organized. The 
Tonkünstler-Societät academies, scheduled during Lent and Advent, included around 150 
musicians playing newly-composed oratorios. Considered one of Vienna’s first regular concert 
series, these academies and their logistics have not garnered much attention in scholarship and 
my contribution will, I hope, be invaluable to studies concerning Viennese concert life.  
The second part of my dissertation focuses on the music commissioned by the Society’s 
concerts and how the organization requested changes to the libretto and musical formats to align 
with changes in taste. In my Interlude before Chapter 3, I investigate the role taste played in the 
repertoire selected by the Tonkünstler-Societät. I begin by considering taste, specifically what the 
term and idea meant to Viennese audiences and how it might be applied to my argument. The 
Society’s involvement in responding to (and perhaps shaping) taste is an integral concept I return 
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to throughout the remainder of my dissertation. As an example of how this sensibility played out, 
I delve into Haydn’s Il ritorno di Tobia, a work that underwent substantial changes to align it 
with audience taste over the course of nearly thirty-five years. The subsequent three chapters 
offer discussions of several oratorios performed at Tonkünstler-Societät academies from 1772 
until 1798. Each chapter is roughly divided by decade (1770s, 1780s, 1790s) with the caveat that 
such divisions do not account for overlap in musical styles and influences across the decades. In 
Chapter 3, I study the earliest works performed at the Society’s academies: Florian Gassmann’s 
La Betulia liberata (1772), Hasse’s Sant’ Elena al Calvario (1772, 1773), and Dittersdorf’s Ester 
(1773), as well as Martines’s Isacco (1782). These works reflect the mid-century popularity of 
the Metastasian style, and bring up issues regarding the role of women in the Tonkünstler-
Societät—both through allegory and performance.  
Chapter 4 focuses on oratorios performed during the 1780s; two of them illustrate the 
major changes to libretti that were commissioned by the Society. The first work, Die Israeliten in 
der Wüste (1779, 1783) by Ulbrich, coincides with the beginnings of Joseph II’s Germanization 
initiatives and the rising popularity of the Singspiel theater. The second oratorio, Moisè in Egitto 
(1787, 1791) by Kozeluch, was commissioned with the special request that it resemble the 
musical structure of an opera buffa. Both Ulbrich’s and Kozeluch’s oratorios center on the 
character Moses, who I argue could be an allegorical stand-in for Joseph II. A discussion of one 
of Mozart’s lesser-known cantata Davide penitente (1785), serves as an epilogue to both 
Chapters 3 and 4, as its composition and performance history reinforces several key points 
explored previously. 
 My final body chapter considers the academies the Society hosted in the 1790s when, I 
argue, the oratorio was declining in popularity. In an attempt to attract audiences, the Society 
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organized more cantata performances and variety academies to tap into what the organization 
perceived was the audience’s need for new, shorter works. I first explore the Society’s variety 
academies to better understand how such concerts were planned and why they were desirable—
both for those organizing and those attending. The two cantatas of 1796 that I investigate have 
texts that are strongly connected to the cultural climate of their premieres. For its Lenten 
academy, the Society premiered La Riconoscenza (1796) by Salieri, which was composed for its 
twenty-fifth anniversary and offers jubilant praise for the organization’s patrons. But the Advent 
academies impart a different message. With Napoleon and the French army’s strength being felt 
across the continent, the Society joined with the war effort by performing Süssmayr’s cantata 
Der Retter in Gefahr (1796). A political cantata, the text calls for the Viennese to unite in 
purpose—and literally in song—in support of their troops and country. 
 At the end of my dissertation, I include several appendices that are designed not only to 
benefit those interested in the Tonkünstler-Societät, but also those who study music, musicians, 
and concert life in Vienna. Appendix A lists all of the members of the Tonkünstler-Societät from 
1771–1798; this list resembles a similar one found in Pohl’s Denkschrift.79 Using several sources 
from the Society’s archives, I expand on Pohl’s list to include each member’s instrument as well 
as well as a note as to whether the member held a leadership role in the organization (as an 
officer or assessor). I also correct inaccuracies in Pohl’s document. Appendix B includes a list of 
the Society’s officers as well as assessors. Appendix C is a list of all the programs for the 
Society’s academies. Using several sources from the archives (some virtually untouched in 
scholarship), I list the repertoire performed, performers, and venue. I also compare the archival 
sources to similar lists printed in Pohl’s Denkshrift and in Morrow, pointing out differences in 
                                                 
79 Pohl, 103–8. 
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the order and programming.80 My final two appendices contain previously unpublished material 
relating to the Society’s academies. The first, Appendix D, lists the gross and net income made at 
each concert as well as the number of tickets sold between 1772–1798. Appendix E lists the 
number of tickets sold by each section between 1772–1798. My hope is that these sources will 
contribute to our understanding of concert life in Vienna and provide scholars with up-to-date 
information on the Society and its activities. 
                                                 
80 Ibid., 57–66 and Morrow, 240–300. 
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CHAPTER 1: THE ORGANIZATION OF THE 
TONKÜNSTLER-SOCIETÄT 
 
 
 
When Maria Theresa ascended the throne as Empress of the Habsburg Monarchy in 1740, 
her empire was on the verge of ruins—both physically and financially. Frederick the Great and 
his troops were approaching from Prussia, only about half of the young Empress’ troops were 
armed, and the empire was in massive debt. Much of this predicament can be attributed to her 
father, Charles VI, who was known for his love of pomp, circumstance, and excess, which was 
evident through his sponsorship of the exquisite Karlskirche (1737), his lavish ceremonies and 
elaborate processionals, and his patronage of music—particularly ballet and opera. During his 
reign, the Hofkapelle was 134 members strong and these musicians supplied all of the music for 
the court’s ceremonies and entertainment. But all of these fine things came at a hefty price—one 
that the court could not sustain for long. Needing to take action so that her empire would survive, 
Maria Theresa began cutting costs where she was able, and that included the magnificent, but 
very costly, Hofkapelle. The Hofkapelle went through several restructurings between 1740 and 
1787, but the most significant change during the scope of the present study took place in 1772. 
By this time, most of the musicians in Charles VI’s Hofkapelle had died, and their replacements 
were paid substantially less and were without pensions. Seeing a need to improve the system and 
secure finances for musicians and their families, Vice Kapellmeister Florian Gassmann founded 
the Tonkünstler-Societät, a pension institute for Viennese musicians and composers.  
This chapter examines the 1771 foundation of the Tonkünstler-Societät and its 
organization, beginning with its predecessors, primarily the St. Nikolaus Brotherhood and the St. 
Cecilia Brotherhood. Linked to St. Michael’s Church and St. Stephen’s Cathedral respectively, 
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these brotherhoods were comprised of musicians and artisans who paid yearly dues, which were 
collected in a fund for the eventual use of the widows and orphans of deceased members. My 
discussion then moves to the founding of the Tonkünstler-Societät which partially resulted from 
the financial stress felt among the musicians’ community and in the Habsburg Empire in general. 
I begin by examining the changes made to the Hofkapelle in the years 1740, 1751, and 1772, 
which included separating the theater musicians from the church, table, and chamber musicians, 
as well as cutting musicians’ wages and pensions. These events laid the groundwork for the 
founding of the Tonkünstler-Societät. Using archival materials found at Vienna’s Stadt- und 
Landesarchiv, I examine the Society’s leadership, membership, finances, and beneficiaries to 
better understand how the organization operated. Careful study of those who applied for 
membership reveals that the Society was open to an exclusive group of musicians, who were 
required to commit a substantial monetary amount in order to join.    
 
MUTUAL BENEFIT SOCIETIES IN THE EIGHTEENTH CENTURY  
Prior to the twentieth century, European governments generally provided little financial 
assistance to unemployed, ill, or retired workers, and insurance companies as they exist today 
were not yet developed. If a worker grew ill, was injured, or retired, his or her salary might be 
drastically reduced due to physicians’ payments and the person’s inability to work. Initially, 
workers might appeal to charity, friends, acquaintances, or even their employer for financial 
support; however, these solutions were not always effective or desirable. To fill this need, groups 
of workers formed mutual benefit societies, defined as “associations formed voluntarily for the 
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purpose of providing their members with financial assistance in case of need.”1 Such 
organizations—including guilds, brotherhoods, societies, and burial clubs, to name a few—
earned money from admission fees, regular contributions, fines, donations, and occasionally 
government subsidies. 
Benefit societies were typically established and organized based on criteria including 
occupation, community, neighborhood, ethnicity, religion, temperance, or a combination of these 
ideas. They were also formed for traveling craftsmen, artisans, traders, and entertainers who were 
often seen as outcasts in society and were sometimes denied any legal protection and church 
sacraments.2 These travelers brought a sense of distress to the people in the towns they visited; 
the locals were generally mistrusting of them and the native musicians and singers saw them as 
competition. To improve their social situation, the travelers often joined together to acquire civil 
and legal rights and to protect the interests of the membership. 
The membership of benefit societies was usually exclusive and many people were denied 
admittance for reasons including health, age, occupation, ethnicity, gender, and religion. In 
particular, sick and elderly people were considered a liability likely to cost the organization more 
money than they would contribute. The primary function of benefit societies was to provide 
financial assistance to members, a quality that set them apart from trade unions—groups that 
worked to influence and shape payment and working conditions for members; however, some 
guilds took on this responsibility.3 A second function mutual benefit societies fulfilled was social, 
as the organizations were comprised of individuals with the same careers and interests. Thus, 
                                                 
1 This overview of mutual benefit societies is derived from Marcel van der Linden, “Introduction,” in 
Social History Mutualism: The Comparative History of Mutual Benefit Societies, ed. Marcel van der Linden (New 
York: Peter Lang, 1996), especially 13–38.  
2 Kay Brainerd Slocum, “Confrérie, Bruderschaft and Guild: The Formation of Musicians’ Fraternal 
Organisations in Thirteenth– and Fourteenth-Century Europe,” Early Music History 14 (1995): 257–58. 
3 van der Linden, 28–30. It is also worth noting that some mutual benefit societies eventually became trade 
unions. On guilds, see Sheilagh Ogilvie, “The Economics of Guilds,” The Journal of Economic Perspectives 28, no. 
4 (2014): 169–92.  
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members shared a camaraderie, unity, and mutual love, which they often displayed through 
religious celebrations, parades, dances, and—in the case of musical organizations such as the 
Tonkünstler-Societät—concerts.  
The management of assets was one of the most problematic aspects of mutual benefit 
societies. The social aspect of the society meant that members knew each other personally and 
could therefore hold everyone accountable, especially in terms of verifying illnesses or financial 
need.4 Difficulties arose if the members of a given benefit society all worked at the same place 
and were laid off, leaving the organization with more expenses than income. Moreover, the 
society’s financial duties were charged to members, many of whom were untrained in such work, 
leading to errors in accounting and occasionally embezzlement. Practical reasons such as 
economic conditions could also negatively impact the money earned and spent by benefit 
societies. 
Guilds were another extremely common type of mutual benefit society that became 
popular during the Middle Ages.5 Workers from a variety of careers belonged to guilds, including 
those in manufacturing, as well as artisans, painters, musicians, physicians, prostitutes, chimney 
sweeps, gardeners, miners, and fisherman.6 In addition to the goals of mutual well-being and 
brotherhood, many guilds were active in the market by seeking job security for members, 
protecting against competition, maintaining quality standards, and striving for technological 
                                                 
4 van der Linden (33–34) notes that societies often employed their own physician, thereby ensuring that 
members could not pay off an unknown physician in order to collect pension money.  
5 On guilds, see Ogilvie, 169–92; Geoffrey Crossick, “Past Masters: In Search of the Artisan in European 
History,” in The Artisan and the European Town, 1500–1900, ed. Geoffrey Crossick (Aldershot: Scolar Press, 1997), 
1–40; Josef Ehmer, “Worlds of Mobility: Migration Patterns of Viennese Artisans in the Eighteenth Century,” in The 
Artisan and the European Town, 1500–1900 ed. Geoffrey Crossick (Aldershot: Scolar Press, 1997), 172–99; Jeremy 
Black, Eighteenth Century Europe, 1700–1789 (New York: St. Martin’s Press, 1990), 70–72; Joseph Ehmer, “Guilds 
in Modern Austria,” in Guilds, Economy and Society=Corporations, économie et societé = Gremios, econimia y 
sociedad (Seville: Secretariado de Publicaciones de la Universidad de Sevilla, 1998), 121–34; and S. R. Epstein and 
Maarten Prak, Guilds, Innovation, and the European Economy, 1400–1800 (Cambridge: Cambridge University 
Press, 2008). In Venice, guilds existed for musicians; see Thomas Bauman, “Musicians in the Marketplace: The 
Venetian Guild of Instrumentalists in the Later 18th Century,” Early Music 19, no. 3 (1991): 345–55.  
6 Ogilvie, 169. 
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innovation.7 There were regional differences in the function and goals of guilds and the system 
fell out of practice at various times in cities throughout Europe, though in general there was a 
decline in these institutions in the fifteenth and sixteenth centuries.8  
Some of the most popular mutual benefit organizations, particularly in England, were 
burial clubs, the idea of which was based on the tradition of passing around a hat to collect 
donations after the death of a colleague. In all such organizations, the proceeds raised helped pay 
for a deceased members’ funeral. As we will see below, brotherhoods were an additional, 
particularly influential type of social organization, especially in Vienna. These groups were 
traditionally linked to a church and emphasized religious improvement, brotherly love, and 
divine devotion. Members were typically charged entrance fees and in some organizations, 
members were fined for cursing or fighting. 
 
MUTUAL BENEFIT SOCIETIES IN VIENNA 
 
During the eighteenth century, state-sponsored welfare in Vienna was only available to 
those serving in the military and their families. During the reign of Charles VI, hospitals were 
established to care for wounded soldiers; they received a pension at retirement and at their death, 
money was given to their widows.9 Vienna was home to a number of mutual benefit societies 
including brotherhoods (Bruderschaft, fraternitas, confraternitas), corporations or societies 
(Genossenschaft, Gesellschaft, consortium, societas, sodalitum, convivium), union juries (eine 
geschworene Einnung, unio, conjuration), and guilds (Innungen, Gilden, Zechen, Gaffelen, 
                                                 
7 These points are elaborated on in Ogilvie, 173–86 and Crossick, 18–25.  
8 Ogilvie, 171. 
9 The history of military finance is discussed in Wolfgang Rohrbach, Versicherungsgeschichte Österreichs, 
Band I: Von den Anfängen bis zum Börsenkrach des Jahres 1873 (Vienna: Holzhausen, 1988), 74–83. It is important 
to note that the pensions given changed during the reigns of Maria Theresa and Joseph II.  
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Zunften).10  While each of these organizations had different requirements for admittance and 
different types of members, the overarching goal for each remained the same: to provide 
financial welfare and support for its membership and their families. Several of these institutions, 
including the St. Nikolaus and St. Cecilia Brotherhoods as well as pension societies linked with 
the University of Vienna, may have served as a model for the Tonkünstler-Societät—the city’s 
first musicians’ pension society.  
The oldest brotherhood in Vienna was the St. Nikolaus Brotherhood (founded between 
1281–88), located at St. Michael’s Church—one of the city’s oldest parishes.11 Some of the 
fundamental organizational elements of this group correspond with those of the Tonkünstler-
Societät. The membership of the Nikolaus Brotherhood was not only comprised of musicians, 
but also gymnasts, jugglers, and comedians. The members of the brotherhood elected St. 
Nicholas as their namesake largely due to the proximity of the Nikolauskapelle, a thirteenth-
century chapel located on the south side of St. Michael’s Church. The two primary purposes of 
the brotherhood were to secure the right for its members to practice their art and for them to 
maintain an honorable, worthy way of life. To oversee these goals was the Zechmeister, who 
acted as the protector of spiritual ideals, and the Spielgrafenamt, a civil servant (landesfürstlicher 
Beamter) with judicial powers,12 who worked in favor of the livelihood of members and 
                                                 
10 Rohrbach, 69. Rohrbach also offers short descriptions for many of these institutions in his book. In 
addition, the Oesterreichisches Musiklexikon (OeML), accessible online, provides definitions for terms including 
Bruderschaft and Zunft. See http://www.musiklexikon.ac.at (accessed May 24, 2016). For a survey of brotherhoods 
and guilds, especially the French confréries, see Slocum, 257–74. See also Owen Chadwick, The Popes and 
European Revolution (Oxford: Clarendon Press, 1981), 38–41. 
11 For a brief history of the St. Nikolaus Brotherhood, see Egon Komorzynski, “Die Sankt-
Nikolausbruderschaft in Wien,” in Innsbrucker Beiträge zur Kulturwissenschaf: Sonderheft 3, (1956): 71–74. 
12 On the history of the Spielgrafenamt see Elisabeth Th. Fritz-Hilscher “Frühneuzeit,” in Wien Musik-
geschichte: Von der Prähistorie bis zur Gegenwart, ed. Elisabeth Th. Fritz-Hilscher and Helmut Kretschmer 
(Vienna: LIT Verlag, 2011), 138–39, and Adolf Koczirz, “Die St. Nikolai-Zeche der Spielleut zu St. Michael in 
Wien,” Musica divina 8 (1920): 59–62. Additionally, the Wiener Stadt- und Landesarchiv and Wienbibliothek in the 
Rathaus have begun providing encyclopedic articles about various aspects of Viennese history on the website Wien 
Geschichte Wiki. See “Spielgrafenamt,” accessed June 12, 2016, 
https://www.wien.gv.at/wiki/index.php/Spielgrafenamt. 
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imparted a bureaucratic dimension to the institution.13 Upon joining the Brotherhood, members 
had to pay a one-time fee to the Spielgrafenamt in addition to regular dues. The funds raised 
from the latter were used to support elderly and sick members and the widows and orphans of 
deceased members. 
 Named after the patroness of musicians, the St. Cecilia Brotherhood, founded in 1725, is 
particularly significant in relation to the Tonkünstler-Societät, although little is written about its 
origins. A precursor to this institution was the Divina Gratias Brotherhood (1691), which was 
linked to St. Michael’s Church and included members of the Hofkapelle. Established shortly after 
was the St. Cecilia Brotherhood, which was founded at St. Michael’s Church and, like the Divina 
Gratias, it prominently included members of the Hofkapelle. It is unclear, however, how these 
musicians selected which brotherhood to belong to. The St. Cecilia Brotherhood later became 
associated with St. Stephen’s Cathedral.14 It was here that the young Joseph Haydn likely 
encountered the organization and, as Daniel Heartz suggests, the brothers may have performed 
his Cäcilienmesse (1766) for the feast of Saint Cecilia in 1767.15 Members of the St. Cecilia 
Brotherhood were required to pay an admission fee and monthly membership fee, proceeds from 
which assisted the widows and orphans of deceased members as well as sick members.  
                                                 
13 Koczirz, 60. 
14 There has been some confusion regarding which parish the St. Cecilia Brotherhood was associated with. 
The OeML entry on Bruderschaft indicates that this organization was founded at Michael’s Church and specifically 
mentions that the discussion in Musikgeschichte Österreichs is incorrect in attributing the founding location to St. 
Stephen’s. See “Bruderschaft,” accessed June 12, 2016, http://www.musiklexikon.ac.at/ml?frames=yes and Gernot 
Gruber, ed. Musikgeschichte Österreichs, vol. 2 (Vienna: Böhlau Verlag, 1995), 40. The Brotherhood’s association 
with St. Stephen’s is mentioned in the Tonkünstler-Societät’s meeting notes. The cathedral’s name is printed on the 
front of the Brotherhood’s statutes. A-Wsa, Haydn-Verein A1/1, Statuten (1725) 1771-1937, Instruktionen.  
15 Daniel Heartz, Haydn, Mozart and the Viennese School, 1740–1780 (New York: W. W. Norton & Co. 
1994), 296–97. 
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 By 1782, Joseph II’s religious reforms had begun to take shape and signaled great 
changes not only for the church, but those who occupied it.16 Joseph was concerned with the 
widespread influence the church had over matters including politics, and thus it became central 
to his reform.17 In particular, Joseph found the approximately 2,000 monasteries, with around 
40,000 regulars, located throughout his Empire especially problematic.18 He believed that the 
monastic Orders should perform useful functions, such as caring for the sick or educating the 
youth, and if their goals were otherwise, the Orders were dissolved. Here, the contemplative 
orders took the hardest hit, as their missions were seen as idle and useless. Convents were also 
greatly affected by Joseph’s changes and in the early 1780s, six of the seven such institutions 
located within the city of Vienna were dissolved.19 Prior to their dissolution, the convents 
underwent a number of changes with regard to financial support and membership regulations. 
Janet Page notes that these changes inevitably impacted the facilities’ music-making, which was 
known to be substandard.20 The music-making at the city’s remaining convent —St. Ursula—
was largely restricted by authorities.  
Joseph’s reforms to the Catholic Church were most widely felt by parishioners. 
Unimpressed by the Baroque pomp and circumstance, Joseph simplified church services and rid 
sanctuaries of their many elaborate statues and mementos. He worked to establish a uniform 
timetable detailing the times of day that mass could be held and stipulated that the services 
should include congregational singing in German, rather than the opera-like masses normally 
                                                 
16 This discussion of Joseph II’s reforms draws heavily on Chapters 8 and 9 of Derek Beales, Joseph II, vol. 
2: Against the World, 1780–1790 (Cambridge: Cambridge University Press, 2009), 307–32.   
17 David Black’s dissertation provides an excellent look at the changes enacted on sacred music during 
Mozart’s time, and how composers (particularly Mozart) responded. Black, “Mozart and the Practice of Sacred 
Music, 1781–91” (PhD diss., Harvard University, 2007), 3. 
18 Beales, 271–72. 
19 Janet Page, Convent Music and Politics in Eighteenth-Century Vienna (Cambridge: Cambridge 
University Press, 2014), 192; 222–31.  
20 Ibid., 226. 
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celebrated.21 Joseph also restricted the involvement of instruments during the church service, 
scaling down the overall ensemble and limiting the use of trumpets and drums to special 
occasions. Johann Pezzl, who experienced these changes first-hand, recalls: 
In times past, the churches were cluttered beyond measure with 
religious pictures, ornaments, mementos, flags of the various 
confraternities [brotherhoods], etc. The statues were covered with 
wigs, crowns, silk and woolen coats, etc. All this was supposed—
in the minds of pious and simple-minded old women—to be an 
enhancement of the church, a contribution to the greater enflaming 
of Christian piety. …For a few years now, more propriety, majesty, 
seriousness, calm, and order have reigned in Viennese churches. 
All the silly plunder of the confraternities has been thrown out…22  
 
 Brotherhoods (like the aforementioned St. Nikolaus and St. Cecilia Brotherhoods) were 
not exempt from Joseph’s church reforms. The Emperor was skeptical of many of these 
organizations, whose goals ranged from providing care for the sick to providing elaborate and 
costly burial services for deceased members. One particularly large group was the Viennese 
Brotherhood of Our Beloved Lady, whose membership included 2,000 people.23 While the 
activities and membership of this group were largely kept secret, the Brotherhood organized four 
daily masses, three yearly processions, and earned a handsome 4,000 to 5,000 fl a year. While the 
overarching objective of many of these groups was to reach out to parishioners uninspired by the 
clergy, Joseph believed that most orders had been established under the auspices of cunning 
                                                 
21 A few articles are particularly fruitful in discussing Joseph’s sacred music reforms. See Jen-Yen Chen, 
“Catholic Sacred Music in Austria,” in The Cambridge History of Eighteenth-Century Music, ed. Simon Keefe (New 
York: Cambridge University Press, 2009), 59–112; John A. Rice, “Vienna under Joseph II and Leopold II,” in The 
Classical Era: From the 1740s to the End of the 18th Century, ed. Neal Zaslaw (Englewood Cliffs, New Jersey: 
Prentice Hall, 1989), 126–65; and Reinhold Pauly, “The Reforms of Church Music under Joseph II,” The Musical 
Quarterly 43, no. 3 (1957): 372–82. On German congregational singing, see Hermann Ühlein-Sari, “Der heilige 
Gesang zum Gottesdienste in der rӧmisch-katholischen Kirche: The First Volume of the Landshuter Gebet – und 
Gesangbuch,” in “Der große Sanger David – euer Muster:” Studien zu den ersten diozesanen Gesang – und 
Gebetbuchern der katholischen Aufklarung (Munster: Aschendorff, 1993), 282–321; Barbara Krätschmer, “Die 
deutsche Singmesse: der Aufklärung unter besonderer Berücksichtigung der Deutschen Hochämter von Johann 
Michael Haydn,” in Singende Kirche 33, no. 1 (1986): 11–17; and Wilhelm Kurthen-Weidesheim, “Zur Geschichte 
der deutschen Singmesse,” in Kirchenmusikalisches Jahrbuch 26 (1931): 76–110. 
22 Quoted in Heartz, 22. 
23 See Beales, 316–26. 
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clergymen intent with lining the church’s purse (and perhaps their own). Those brotherhoods 
specializing in philanthropy, by providing education to children and care to the sick, were also 
not up to Joseph’s high standards, as he believed the groups lacked the organization and skills 
needed to effectively perform these tasks. Just as Joseph de-cluttered church sanctuaries of their 
spiritual trinkets, he ridded congregations of the organizational clutter by dissolving the 
brotherhoods. Though the task began in 1783 it was not completed until 1787. The property and 
money seized—which likely amounted to millions of florins—was divided between the 
education commission and the newly founded Institute for the Poor, also known as the 
Brotherhood for the Service of One’s Neighbor. The intent with this organization was to 
encourage all to join to financially support the poor and sick and assist with education 
initiatives.24  
The members of the Tonkünstler-Societät felt a certain kinship with the St. Cecilia 
Brotherhood (recorded in the Society’s meeting minutes as the St. Cäcilia Congregation), largely 
because some musicians were members of both organizations. In 1783, the Tonkünstler-Societät 
petitioned the court asking that the remaining balance in the St. Cecilia Brotherhood’s account be 
transferred to the Society. Court officials initially denied the request on the grounds that the 
Society had not provided sufficient reasons for needing the money.25 The membership contested 
the decision, providing reasons why it should be entitled to the money, and in 1784, the 
Brotherhood’s remaining 7,500 fl was transferred to the Tonkünstler-Societät. Today, the 
Society’s archives contain copies of the St. Cecilia Brotherhood’s statutes.     
 
                                                 
24 Beales, 317–18.  
25 For interactions between the Society and the court regarding the Brotherhood’s finances, See A-Wsa, 
Haydn-Verein B 2/1, Sitzungsprotokolle: April 1, 1783, No. 26; A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: 
November 21, 1783, No. 57; and A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: December 5, 1783, No. 65. See A-
Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: August 18, 1784, No. 41 and A-Wsa, Haydn-Verein B 2/1, 
Sitzungsprotokolle: October 1, 1784, No. 42. 
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THE TONKÜNSTLER-SOCIETÄT IN CONTEXT  
 At its foundation, the Tonkünstler-Societät was not the first mutual benefit society in 
Vienna nor was it the first musical group of its kind in Europe.26 Two influential pension 
institutes connected with the University of Vienna were formed prior to the founding of the 
Tonkünstler-Societät: the Medical Faculty (Medicinischer-Facultät Wittwen-Sustentations-
Kassa) and the Law Faculty (juridische Fakultät).27 The Medical Faculty was the brainchild of 
Gerhard van Swieten (father of the musical patron Gottfried), who proposed the idea to Maria 
Theresa in 1757. The first statutes were written in 1758 and the organization continued until 
1959 when it became the Wiener Ärztekammer (Vienna Medical Association).28 The organization 
primarily earned its money through membership contributions (members paid 20 fl yearly and an 
additional fee if they were older than forty), investments, and donations from the court. In the 
beginning, the widows enjoyed a healthy 600 fl pension; however, later the organization had to 
reduce the amount paid to 448 fl 22x due to the rising number of widows being sponsored.29 As 
described later in this chapter, some of the regulations established by the Medical Faculty, 
especially concerning the widows and orphans who received the pension, were similar to those 
of the Tonkünstler-Societät. Shortly after the founding of the Medical Faculty, the Law Faculty 
formed in 1760. The Law Faculty was modeled closely after its predecessor organization; 
however, while they too benefited from membership contributions and investments, the group 
                                                 
26 For an overview of social welfare organizations, see Gerald Schöpfer, Sozialer Schutz im 16.–18. 
Jahrhundert (Graz: Leykam-Verlag, 1976), as well as Rohrbach. 
27 In her thesis, Elisabeth Reisinger considers the role of the University of Vienna as a concert institution, 
and in Chapter 3 discusses the Medical and Law Faculty’s role in concert life. See Reisinger, “Die Universität als 
Konzertsaal: Die Rolle der Universität Wien als Teil des öffentlichen Wiener Musiklebens der ersten Hälfte des 19. 
Jahrhunderts” (M. Ph., University of Vienna, 2011). 
28 For more on the Medical Faculty, see Adolf Heinrich Gerstel, Die Witwen-Societät der medizinischen 
Facultät zu Wien, von 1758 bis 1858: historische Skizze zur Säcular-Feier auf Veranlassung der Societät auf den 
Quellen verfasst von ihrem Actuare und Mitgliede (Vienna: Mechitharisten-Buchdruckerei, 1858). To read the 
statutes, see Schöpfer, 232–35. For more on the influential role the organization played in pharmacies, see Christa 
Kletter, “Austrian Pharmacy in the 18th and 19th Century,” Scientia Pharmaceutica 78 (2010): 397–409. 
29 Rohrbach, 137–38. Reisinger notes that originally orphans were not considered in the statutes but were 
included beginning in 1858. See Reisinger, 61. 
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was unable to secure money from the court.30 In the nineteenth century, both organizations began 
hosting concerts to earn money for their pension funds.31  
 Pension organizations for musicians likely arose out of the precariousness of the 
profession in general, which was endemic across Europe.32 In cities such as London and Vienna, 
there were far more musicians than there were jobs, in part due to competition from international 
musicians hoping to secure employment in larger musical markets. Job security also posed a 
threat to a musician’s well-being. In London, only a few jobs (including the King’s Band and 
chorus members in the Concert of Ancient Music) offered continuity of employment.33 Similarly, 
musicians in Vienna needed to secure patronage at one of the city’s theaters, at the court, with an 
aristocratic family, or at a church, as those positions typically meant having a steady income; 
however, due to the high cost of employing entire musical ensembles, near the end of the 
eighteenth century wealthy households had begun laying off musicians or disbanding their entire 
orchestra.34 As we will see shortly, even the Emperor’s Hofkapelle was impacted through several 
restructurings which ultimately meant a reduction in pay and benefits, as well as fewer positions 
available to musicians. Finally, illness and old age could drastically impact and even end a 
musician’s career. A prolonged illness or sudden injury potentially meant a reduced income for 
                                                 
30 Reisinger suggests this might be because the Law Faculty did not have a member, like the Medical 
Faculty’s Gerhard van Swieten, who was well-respected at court. Reisinger, 62. 
31 See Reisinger, especially Chapter 3. She notes that at the beginning of the nineteenth century the Law 
Faculty experienced financial difficulties but that the institution of concerts improved the financial outlook. 
Reisinger, 62. 
32 In addition to the reasons listed below, Simon McVeigh identifies the high living expenses of London and 
the short musical season as contributing factors to the instability of the music profession there. See McVeigh, 
Concert Life in London from Mozart to Haydn (Cambridge: Cambridge University Press, 1993), 199–202. Rohr 
credits the generally poor cultural perceptions of musicians—such as being low class and uneducated—and the 
belief (by some) that the entire profession was frivolous, as impacting musicians’ employment. See Deborah Rohr, 
The Careers of British Musicians, 1750–1850: A Profession of Artisans (Cambridge: Cambridge University Press, 
2001), 15–21. See Also Cyril Ehrlich, The Music Profession in Britain Since the Eighteenth Century: A Social 
History (Oxford: Clarendon Press, 1985).   
33 McVeigh, 201. 
34 Otto Biba provides an excellent overview of the various employment opportunities available to Viennese 
musicians in “Der sozial-status des Musikers,” in Joseph Haydn in seiner Zeit: Eisenstadt 20. Mai–26. Oktober, ed. 
Gerald Schlag (Eisenstadt: Amt der Burgenländischen Landesregierung, 1982), 105–13. 
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salaried musicians or no income at all for freelance musicians. Elderly musicians feared being 
replaced in ensembles in favor of younger, more able musicians.  
 One of the earliest musicians’ benefit societies was the London “Fund for Decay’d 
Musicians” (known as the Royal Society of Musicians from 1780); it is unclear from the archival 
documents if the Tonkünstler-Societät was influenced by the Royal Society. Though the 
overarching purpose of this organization parallels that of the Tonkünstler-Societät—financial 
anxiety about the future of the musicians and their families—the groups differ in a few ways. 
The Royal Society was founded in 1738 in London to provide financial assistance to musicians 
who could not work because of age, an accident, or an illness.35 The need for a musicians’ 
support system arose after a few local musicians recognized two young, starving boys driving 
cattle as the sons of a recently deceased oboist. These musicians quickly set to work organizing 
interest and gaining approval to charter a group. Soon, some 228 male musicians including 
Thomas Arne, Edward Purcell (the son of Henry), Giuseppe Sammartini, and George Frideric 
Handel signed the organization’s Declaration of Trust. In order to draw benefit, a musician had to 
have worked for at least a year and had to gain signatures from ten members as proof that he was 
“a proper object” for financial support.36 In sharp contrast, as will soon be seen, Vienna’s 
Tonkünstler-Societät was formed by the court musicians at a time when their pensions were 
eliminated due to a sort of financial consolidation.  
Concerts comprised a main source of income for both support organizations, with the 
London concerts ranging from smaller academies with works performed by the membership to 
                                                 
35 The Royal Society of Musicians of Great Britain is still in operation. A brief history of the society as well 
as information on its current activities is available at http://www.royalsocietyofmusicians.org/, last accessed 
September 2, 2015. For a detailed account of the Royal Society, see Pippa Drummond, “The Royal Society of 
Musicians in the Eighteenth Century,” Music & Letters 59, no. 3 (1978): 268–89. See also Rohr, The Careers of 
British Musicians, 1750–1850, especially Chapter 9. Simon McVeigh gives passing mention to the society in his 
Concert Life.  
36 Drummond, 270–71. 
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enormous spectacles engaging hundreds of musicians throughout London. Though initially the 
Royal Society performed oratorios, the members soon realized their audiences preferred 
miscellaneous programs comprised of a variety of short pieces. The Tonkünstler-Societät would 
follow a similar trajectory with its programming in the latter-half of the eighteenth century. 
While the academies of the Tonkünstler-Societät were limited to Lent and Advent because of the 
busy opera schedule, the Royal Society could not hold concerts during these periods due to strict 
theater regulations. In 1784 the London group participated in the massive Handel Festival 
concerts, which included 500 performers and received patronage from King George III. 
Subsequent concerts were held in 1785–87 and 1790–91. These large spectacles featuring 
oratorios performed by enormous musical ensembles were similar to those hosted by the 
Tonkünstler-Societät. Proceeds from the events were split between a number of charities, but the 
largest share of the money earned was given to the Royal Society. The London organization also 
seemed to generously support its sick membership and even gave money for a deceased 
member’s funeral expenses. On the other hand, the Viennese Society was a little stingier when it 
came to supporting sick members and, to some extent, the widows and orphans. 
The Tonkünstler-Societät may have served as a model for similar musicians organizations 
founded later, such as Prague’s Society of Musicians (1803–1903/30).37 The Count Johann 
Wenceslaus Spork was instrumental in the foundation of both the Vienna and Prague 
organizations, and even served as the Protector of each. Much like the Tonkünstler-Societät, the 
Prague Society of Musicians hosted bi-yearly academies most often featuring oratorios, 
especially Haydn’s Die Schöpfung and Die Jahreszeiten; however, the organization was 
                                                 
37 See Michaela Freemanová, “Prague’s Society of Musicians (1803–1903/30) and its Role in the Music 
and Social Life of the City,” Hudební věda 40, no. 1 (2003): 3–28. Freemanová’s study provides a good comparison 
of the Prague society to its Viennese counterpart. It is worth mentioning that she incorrectly states that Leopold 
Kozeluch belonged to the Tonkünstler-Societät (p. 7); the composer’s name does not appear on the membership 
registry. 
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financially supported by the Bohemian nobility, bourgeoisie, Bohemian banks, and the Viennese 
court.38 Other similar musical groups existed in Dresden (1712), Berlin (1801), St. Petersburg 
(1802), Prague (1803), and the Austrian cities of Graz (1781) and Linz (1798). 
 
 
THE HOFKAPELLE AND THE FOUNDING OF THE TONKÜNSTLER-SOCIETÄT 
 
Charles VI’s nearly thirty-year reign (1711–1740) is remembered for its exquisite 
Baroque buildings, lavish ceremonies, and predilection for spending, which essentially drove his 
empire into debt. During this time, the Habsburg’s Hofkapelle, which was charged with 
supplying the music and musicians to fulfill the court’s ceremonial and entertainment needs, 
most commonly church, chamber, and theater music, was at its height and employed 134 
members. These musicians were considered court employees and therefore were employed for 
life, incorporated into the intricate court hierarchy, awarded large salaries, and were given 
pensions, ensuring that the musicians and their families were taken care of once their service to 
the court ended. While this configuration appeared ideal, the situation, as Dorothea Link notes,  
was not as rosy as it seemed and musicians commonly received compensation late, if at all.39 
Charles’s inordinate spending left sectors of the court in financial turmoil and with his death in 
1740, this financial crisis was thrust upon his successor and daughter, Maria Theresa, who 
reigned from 1740 until 1780. The new Empress separated the Hofkapelle between the theater 
musicians and the church, table, and chamber musicians. With this design, the theater musicians 
worked under an impresario, who was contracted to produce the court’s operas for a set fee. The 
days the court was not occupying the theater, the impresario was free to schedule productions of 
                                                 
38 Freemanová, 4. 
39 Dorothea Link, “Mozart’s Appointment to the Viennese Court,” in Words About Mozart: Essays in 
Honour of Stanley Sadie, ed. Dorothea Link with Judith Nagley (Woodbridge: Boydell Press, 2005), 154. 
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his choosing—though within parameters set by the court—for his own profit. In this way, the 
court could save money by paying the musicians from a lump sum rather than by salary.40    
In 1751 the Hofkapelle, comprised of the church, table, and chamber musicians, was 
subcontracted to and managed by Kapellmeister (Johann) Georg Reutter.41 The court offered 
instruction on replacing musicians and provided the Kapellmeister with a wage schedule and 
fixed annual budget, but it was up to Reutter to hire the musicians. Once court musicians retired 
or died, Reutter was to replace them with his own musicians, which meant that the new 
musicians were not employees of the court but rather employees of Reutter. Due to the court’s 
strict budget, Reutter’s musicians made much smaller salaries than their predecessors and they 
were ineligible to receive pensions. Evidentially seeing a need for stability in the court’s pension 
system, the Vice Kapellmeister Florian Gassmann—and eventual successor to Reutter—founded 
the Tonkünstler-Societät in 1771.  
Gassmann (1729–1774) was born in the small town of Brüx (now Most, in the Czech 
Republic), where he studied at the Jesuit Gymnasium in Komotau (now Chomutov).42 While 
                                                 
40 Franz Hadamowsky details the reforms to the various theaters in Vienna (spoken, music, and dance) from 
1740–1776 in Wien Theater Geschichte: Von den Anfängen bis zum Ende des Ersten Weltkriegs (Vienna: Jugend und 
Volk, 1988), Chapter 8. Here, Hadamowsky includes the details of the contract between the court and the lessee, 
Joseph Carl Selliers. 
41 The oldest study on the Hofkapelle is Ludwig von Köchel’s, which gives an overview of the institution 
and includes several important appendixes, including one that lists the musicians employed by the Hofkapelle from 
1543 until 1867 (p. 39–101) and short biographical sketches of the Hofkapellemeisters, Vice Hofkapellmeisters, 
court composers, and organists (p. 106–118). See Ludwig von Köchel, Die kaiserliche Hof-Musikkapelle in Wien 
von 1543 bis 1867 (Vienna: Beck’sche Universitäts-Buchhandlung, 1869). A recent study, the contents of which 
greatly informed this discussion, was completed by Dorothea Link. See Link, 153–78. Black discusses the 
restructuring of the Hofkapelle in Chapter 3 of his aforementioned dissertation. For more on the salaries of 
individual members of the Hofkapelle and resources in the Viennese archives, see Alison J. Dunlop, “Forgotten 
Musicians: Documenting Musical Life at the Viennese Imperial Court in the Eighteenth Century,” Musicologica 
Brunensia 47, no. 1 (2012): 93–112.  
42 There are relatively few recent sources on Gassmann and his music; two dissertations came out of the 
University of Vienna in the 1920s, and scholarship on his music—especially his operas and symphonies—was 
published in the mid-twentieth century. On Gassmann’s life, see George R. Hill and Joshua Kosman, “Florian 
Leopold Gassmann,” Grove Music Online, Oxford Music Online, Oxford University Press, accessed March 10, 
2016; Franz Kosch, “Florian Leopold Gassmann als Kirchenkomponist” (PhD diss., University of Vienna, 1924); 
George Robert Hill, “The Concert Symphonies of Florian Leopold Gassmann” (PhD diss., New York University, 
1975), 5–22; and Heartz, 407–23.  
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details on his early life are hazy, it is believed he studied singing, violin, and harp with the regens 
chori in Brüx, Johann Woborschill (Jan Vobořl). Against his father’s wishes, he left his home at a 
young age to study in Italy, perhaps with Padre Martini.43 An extremely successful opera career 
in Italy prompted his recruitment in 1763 by the Viennese court, where he served as a ballet 
composer and was appointed Gluck’s successor. In addition to his ballets, Gassmann is known 
for his operas (which were performed as far away as Naples, Lisbon, and Copenhagen) and his 
symphonies.  
In 1772, he succeeded Reutter as Hofkapellmeister, and as Carl Ditters von Dittersdorf 
recalls, was given the post on horseback. Dittersdorf explained that Joseph was horseback riding 
when he saw Gassmann and told the composer the sad news of Reutter’s death. When Gassmann 
replied that he had indeed heard, Joseph bluntly responded that Gassmann had likely not heard 
that he had been promoted to Kapellmeister.44 Gassmann held the post for two short years as he 
died in January 1774 after suffering complications following a fall from a wagon.45 
While the precise reasons why Gassmann founded the Tonkünstler-Societät are unknown, 
some scholars have proposed a few explanations. George Robert Hill suggests that Gassmann 
was compelled to form the Society following the birth of his first daughter, Maria Anna, in 1771, 
to ensure that his growing family would be cared for after his death.46 Franz Kosch speculates 
that Gassmann was genuinely concerned with the welfare of his fellow musicians and sought to 
                                                 
43 It was here that Gassmann met the young Antonio Salieri and, noting his musical talent, brought him to 
Vienna in 1766. See John A. Rice, Antonio Salieri and Viennese Opera (Chicago: University of Chicago Press, 
1998), 15–20. See also Chapter 5 of this dissertation for details on Salieri’s work for the Tonkünstler-Societät. 
44 Carl Ditters von Dittersdorf, Lebensbeschreibung seinem Sohne in die Feder diktiert, ed. Norbert Miller 
(Munich: 1967), 197. 
45 According to Sonnleithner, Gassmann broke two ribs in his fall. The bills for Gassmann’s medication 
amounted to 137 fl 48x, which was nearly 1/5 of his salary (Kosch, quoted in Hill, 20). A letter from Leopold 
Mozart to his wife during the summer of 1773 suggests that Gassmann’s condition was improving, but on January 
22, 1774, he died—just three months before the birth of his second daughter, Therese.  
46 Hill, 15. 
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raise their economic status through the Society.47 This same sentiment was expressed by Baron 
Peter von Braun in his short biography of Gassmann, published in Joseph Sonnleithner’s 1795 
theater almanac.  
Because [Gassmann] dedicated his entire life to his art, he was 
truly concerned with bettering the lives of as many musical artists 
as possible, and by relieving them from their domestic worries, he 
allowed them to have more leisure for their art. For this purpose, 
he used his favor that he was known to have at the court in a very 
honorable manner. He and some of his friends laid the foundation 
for the musicians’ widow society, which still exists, and through 
the noble support of the court and the excellent Emperor Joseph, 
happily continues…48   
 
It is not clear how or why Gassmann became so concerned about the welfare of his 
colleagues. Braun mentions that Gassmann “possessed the best moral character,” so it could be 
that the composer was simply interested in providing financial security for himself and other 
musicians.49 It is also possible that Joseph II made the suggestion to Gassmann on the basis that 
founding the Society would financially benefit both the musicians and the court.  
A few anecdotes shed light on the close relationship and trust between Gassmann and the 
Imperial family—particularly Joseph II. One tale involves Gassmann’s wish to marry Barbara 
Damm, the daughter of a minor court official. Knowing that Joseph preferred that the men who 
regularly traveled with him remain single, Gassmann was hesitant to ask permission. Upon 
discovering Gassmann’s secret wish, the Emperor asked when the composer planned to marry. 
                                                 
47 Kosch, 18. 
48 Peter von Braun, “Biographische Skizze über Florian Leopold Gassmann,” Wiener Theater Almanach für 
das Jahr 1795, 46–47. “Wie er selbst sein Leben ganz seiner Kunst widmete, so war er auch thätig besorgt, das 
Schicksal seiner Mitkünstler so viel als möglich zu bessern, und ihnen durch die Erleichterung ihrer häuslichen 
Sorgen mehr Musse zur Betreibung ihrer Kunst zu verschaffen. In dieser Absicht benützte er die Gunst, in die er sich 
am Hofe zu setzen gewusst hatte, auf die edelste Art, den er legte nebst einigen seiner Freunden den Grund zur 
Wittwensocietät Tonkünstler, welche noch immer besteht, und durch die grossmüthige Unterstützung des Hofes, und 
vorzüglich des Kaysers Joseph so glücklichen Fortgang gemacht hat…” 
49 “Er hatte den besten moralischen Character…” Braun, 50. It is interesting to note that, while Braun had 
kind words for Gassmann, Dittersdorf (as we will see in Chapter 3) recalled the elder composer as being somewhat 
arrogant and competitive. 
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Gassmann replied “as soon as your majesty gives permission,” and the request was granted 
immediately.50 Another tale comes after Gassmann’s death when Joseph met with the composer’s 
widow. Full of grief, he apparently cried “I have lost not only a great artist but also one of the 
most mightily righteous of men.”51 After this, Joseph is said to have kept Gassmann’s 
compositions that were not meant for public performance locked away and only brought out on 
special occasions, suggesting a sort of reverence and respect for Gassmann’s contributions to the 
court’s musical life. While a certain amount of caution is required in reading such tales, the 
underlying theme suggests a close bond between the Emperor and Gassmann which, at the very 
least, financially benefitted the Society’s future.52    
At Reutter’s death in 1772, eight of the forty-three musicians in the Hofkapelle were 
employed by the court. Rather than strike a similar contract with Gassmann, Joseph II (like his 
mother before) sought to cut costs in the enterprise. For instance, instead of paying the musicians 
a salary, he proposed to pay them piecemeal, meaning that money was earned gradually over 
time resulting in a less stable income source. This new situation sparked concern by Count 
Johann Wenzel Spork, who served as the Musikgraf and the Tonkünstler-Societät’s Protektor 
(Protector). In a memorandum to the court dated March 18, 1772, Spork noted that if musicians 
were paid piecemeal at the standard rate of 2 fl per service, the final yearly total would ironically 
amount to more than if they were paid a salary.53 In his attempt to save the court costs, Joseph II 
must have forgotten how often musicians’ services were required. Moreover, Spork argued that 
with this employment system, the quality of the music heard could deteriorate because the 
                                                 
50 Hill, 12. 
51 Ibid., 21. 
52 One must remember that these anecdotes must be read with caution, considering that the stories were told 
second or third-hand and years after Gassmann’s death, the untimely and suspicious nature of which adds a layer of 
mystery (much like Mozart’s death). 
53 This document is recorded in the Society’s meeting minutes but is also summarized in Link. See A-Wsa, 
Haydn-Verein B 2/1, Sitzungsprotokolle: April 4, 1772, No. 3 and Link, 156. 
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musicians might engage substitutes rather than perform at certain services—such as those at 
Schönbrunn which required lengthy travel time from the Hofburg (which was approximately five 
miles away). Spork also acknowledged that the piecemeal payment scheme would cause 
unnecessary hardship for the musicians’ families. Spork’s observations appealed to Joseph II, 
who ultimately chose to engage Reutter’s musicians, giving them both tenure and a salary and 
allowing them to take additional work outside the Hofkapelle if they desired.54 To supply his 
musicians with pensions, Joseph II enrolled the members of the Hofkapelle into the Tonkünstler-
Societät and pledged to the organization 1,800 fl a year for ten years.55 By enrolling his 
musicians in the Society, Joseph made sure that his employees were taken care of in a venture 
that was essentially self-sustaining (in that the membership earned much of the money the 
organization needed to function) and that would not require significant long-term support from 
the court. Despite this, as we shall see later, the court was still intimately involved in the daily 
operations of the Society, whose membership might have made programming decisions for its 
academies based on court preference or suggestion.56 
 
MEMBERSHIP 
 In 1830, the famous waltz-composer Joseph Lanner applied for membership in the 
Tonkünstler-Societät. Though he had done much to elevate the waltz from a peasant dance to one 
                                                 
54 Link notes that the salary scale drawn up by Spork in 1772 was much less than what was introduced in 
1756. For instance, the bass Joseph Stadler was paid 400 fl in 1756, but received 300 fl in 1772. She writes that the 
salaries were justified because musicians were required for fewer services than before. Link, 156. 
55 This Imperial decree seemed to spark many questions among the members of the Hofkapelle and the 
court. Copies of this correspondence occupy much of the Society’s Sitzungsprotokolle from 1772. Some of the major 
concerns include whether the musicians would be subject to the Ahrra tax and how the new pension scheme would 
affect the court lute maker and Instrument Diener, those in the Hofkapelle of Empress Elisabeth (Maria Theresa’s 
mother), and the elderly members near retirement. Further discussion on this matter can be found in A-Wsa, Haydn-
Verein B 2/1, Sitzungsprotokolle: April 4, 1772, Nos. 3 and 4. Other correspondence can be found in A-Wsa, Haydn-
Verein B 2/1, Sitzungsprotokolle: May 28, 1772, Nos. 8 and 9 and A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: 
August 20, 1772, No. 10. 
56 The role of the court at Society academies and possible allegorical representations are discussed in detail 
in Chapters 3–5.  
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that befitted the elite, the Society’s membership overlooked these accomplishments and tersely 
replied that Lanner was “no Tonkünstler in any sense of the word.”57 While Lanner’s incident 
technically falls outside the historical scope of this paper, the outcome perhaps resonates with 
how the Society viewed itself long before: as musical artists.  
Membership into the Tonkünstler-Societät was open to an exclusive group of performers 
and composers living as full-time musicians in Vienna, who displayed proficiency in their craft. 
Much like the St. Nikolaus and St. Cecilia Brotherhoods, the membership of the Tonkünstler-
Societät was united by a common goal and members paid dues to help support their ailing 
colleagues as well as the widows and orphans of deceased members; however, the membership 
was open to an exclusive crowd of musicians who were—as we shall see—filtered based on 
occupation, residence, and talent. By evaluating those selected and rejected for membership into 
the Society, themes emerge that provide insight into how the members chose to construct their 
organization and, more broadly, what social conditions Viennese musicians faced.  
Entrance into the Society was largely based on practical concerns (e.g., age, health, 
location), occupation, and musicality, yet several contradictions arise here. For one, why was 
anyone rejected from membership considering that each member paid a large entrance fee and 
yearly dues? On what qualifications did the membership distinguish the “good” musicians from 
the “bad” musicians? Why were instrument makers so often rejected despite their significance in 
a musicians’ career? My discussion considers these questions in evaluating the Society’s 
membership and, in particular, those musicians who were rejected from membership. 
The written requirements for membership in the Tonkünstler-Societät are listed in the first 
bylaw of the Society’s statutes and read as follows:  
                                                 
57 “Weil Lanner nur ein Tanz-Vorgeiger und kein Tonkünstler in eigentlichen Sinn des Wortes sei und 
ausdrücklich von der Aufnahme von Tonkünstlern spricht.” Carl Ferdinand Pohl, Denkschrift aus Anlass des 
hundertjährigen Bestehens der Tonkünstler-Societät (Vienna: 1871), 18. 
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First is that any person who is devoted to the free musical arts and 
living here in Vienna and who is minded to be incorporated into 
this Society and join the establishment, should submit themselves 
their written declaration. Subsequently each person who is seeking 
membership should inquire in writing through the Society whether 
or not they have been accepted.58 
 
The Society’s position seems simple—anyone who has dedicated their life to music and 
lives in Vienna may be considered for membership—but already in 1773, the Society’s 
membership began to rethink and refine some of its statutes.59 These revisions to the first 
amendment likely stemmed from membership applications submitted the year prior that 
questioned what it meant to be “devoted to the free musical arts” and whether foreigners were 
eligible for membership—a concept the membership struggled with for decades. Also note that 
this rule (at least initially) was not gender-specific, implying that female musicians could apply 
for membership into the Society. Despite the fact that female opera singers routinely participated 
in academies and likewise a number of female instrumentalists (as discussed in Chapter 3), there 
is no record that any woman applied for membership.60 The language in the 1796 statutes implies 
that only men were the ideal candidates for membership in the Society.61  
When the Society revised its statutes in 1796, the assessors clarified the language and 
stipulated that membership eligibility depended on two scenarios.62 First, if an applicant was 
employed in the Hofmusik, he was essentially grandfathered into the Society because of the 
                                                 
58 A-Wsa, Haydn-Verein A1/1, Statuten (1725) 1771–1937, Instruktionen. “Erstens: Wird einem jeden, so 
der freyen Tonkunst zugethan ist, und allhier in Wien sich befindet, frey gelassen, dieser Societät sich 
einzuverleiben, und haben diejenige, so gleich jetzt bey Aufrichtung derselben beyzutretten gesinnet sind, ihre 
schriftliche Erklärung unter eigenhändiger Fertigung darüber einzulegen, in der Folge aber solle ein jeder, welcher 
angenommen zu werden verlanget bey der Societät schriftlich darum ansuchen, ob ihne selbe anzunehmen 
entschlossen seye, oder nicht.” 
59 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: May 27, 1773, No. 6. 
60 In London there was an established institution for female musicians, the Royal Society of Female 
Musicians, which was founded in 1839. See Deborah Rohr, “Women and the Music Profession in Victorian England: 
The Royal Society of Female Musicians, 1839–1866,” Journal of Musicological Research 18, no. 4 (1999): 307–46. 
61 In 1796, the Society did its first complete revision of its statutes and in the process, expanded its rules 
from twenty to twenty-nine. These statutes are scattered throughout the meeting minutes from 1796.  
62 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: July 22, 1796, No. 17. 
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resolution reached in 1772 (discussed previously). Secondly, the eligibility of musicians not 
employed by the court was largely contingent on how long they lived and practiced music in 
Vienna. A Viennese local needed to work and reside in the city for five years while a foreign-
born musician had to live in the city for at least ten years. In both circumstances, prospective 
members were further evaluated on their talents, physical condition, and moral character and 
were expected to contribute to the Society’s academies. The statute also reads that foreign 
musicians could join the organization, upon committee approval, if their talent would prove an 
asset. As I explore below, the membership seemingly interpreted these provisions carefully so as 
to construct the organization in a particular way and to only include the most prominent and 
talented local musicians who participated in creating highbrow music.  
Though membership acceptances and rejections fluctuated yearly, after its first years of 
existence, the Society typically both accepted and rejected around three to four applicants 
annually. The Society’s board of twelve assessors was responsible for evaluating and determining 
the status of the membership applications. Few membership rejections are documented in the 
meeting minutes before 1778, which does not mean that all who applied prior to that time were 
accepted; such decisions could have been made verbally and therefore not recorded. But it could 
also be that, as a new organization, the Society was interested in building its membership and 
was likely a little more lenient in who it accepted. Interestingly, in 1795 the Society’s leadership 
chose not to accept any new members and to focus on “bettering” the organization.63 In January 
                                                 
63 The Society mentions this policy in all of the membership applications for the year (the one cited below 
is for Johann Olivia), writing: “Soll für dießmal mit allen Aufnahme eingehalten werden bis nicht der Plan zur 
Verbesserung des Instituts zu Stande Kommt hauptstächlich wegen der 15ten Proposition.” Translation: “It should 
be at this time that admission should not be fulfilled until the plan for bettering the Institute is accomplished, 
primarily because of the 15 proposals.” A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: January 31, 1795, No. 7. In 
this dissertation, my method of transcribing handwriting follows the style adopted by Rita Steblin and David Black. 
See Steblin, “Beethoven Mentions in Documents of the Viennese Tonkünstler-Societät, 1795 to 1824,” Bonner 
Beethoven-Studien 10 (2012): 139–88 and Black, “Mozart’s Association with the Tonkünstler-Societät,” Mozart 
Studies 2 (Cambridge: Cambridge University Press, 2015), 55–75. 
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of that year, Society Secretary Paul Wranitzky proposed a number of changes that the institution 
should make to improve its financial situation and internal organization. Some suggestions were 
set to impact how long widows and orphans received a pension, if foreign members and 
instrument makers would be accepted, and there was a proposal that several statutes be revised.64 
Twelve senior members were asked to consider the list and discuss with each other whether these 
changes would be applied to the Tonkünstler-Societät.65 The members worked to devise a few 
new rules and to add a preface to the statutes. 66  
 Beginning in 1772, the Society’s meeting minutes include short biographical sketches for 
each musician applying for membership, which are accompanied by the status of the membership 
request; membership applications for the musicians who joined or applied in 1771 are lost.67 
While helpful, these sources do not document any of the discussion that led Society members to 
their decision, thus creating a gap in our understanding of the basis on which applicants were 
selected or rejected. We must also remember that, in this case, musicians were evaluating their 
peers, so an applicant could have been rejected for personal reasons, such as if he were seen as 
competition or broadly disliked. In considering the rejected applicants, I noted several trends 
emerging that I categorize as practical matters, occupation, and musicality. Evaluation of these 
categories reveals information regarding who belonged (or did not belong) to the Society, how 
                                                 
64 Wranitzky’s list includes fifteen suggestions, which can be found at A-Wsa, Haydn-Verein A 2/1, 
Sitzungsprotokolle: January 31, 1795, No. 6. 
65 The members—Carl Friberth, Joseph Orsler, Joseph Scheidl, Ignaz Umlauf, Joseph Lobpreis, Zeno Franz 
Menzl, Joseph Krottendorfer, Anton Kraft, Georg Sedler, Thaddäus Huber, Johann Georg Spangler, Philipp 
Schindlöcker—were given three months to meet and discuss these ideas. In May of that year, the Society revisited 
the issue only to find that no decision had been made. A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: May 8, 1795, 
No. 22.  
66 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: December 11, 1795, No. 39. 
67 It is unclear if these entries are exact copies or short summaries of the written declarations the 
prospective members submitted. The Society secretary typically recopied all correspondence into the meeting notes 
and the originals were kept separately (now in the box labeled Beilagen). I was unable to locate any membership 
declarations in this box. That the recopied entries are so short seems odd, especially considering that applicants had 
to persuade Society members of their dedication to music and musicality. Perhaps the number of declarations 
received was so voluminous that Society members discarded these documents after a decision was made. It is also 
possible that some of the declarations were made orally and summarized in the minutes. 
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the membership chose to construct itself, and how this information and these decisions might 
have been interpreted by the public. 
 The Society’s membership often rejected applicants for purely practical reasons, 
including failure to provide a baptismal certificate (Taufschein), their age, their health, or their 
place of residence. Presenting a baptismal certificate was required and non-negotiable as it was 
necessary to be able to determine each member’s exact age so that the correct admittance fees 
could be levied.68 This procedure also calls into question the Society’s attitudes toward religion 
and in particular, Jewish musicians, who would most likely be unable to produce a baptismal 
certificate. Claudia Pete mentions that three twentieth-century musicians who applied a century 
later—Gustav Mahler, Leo Slezak und Alexander von Zemlinsky—were rejected from 
membership into the Society,69 presumably for their Jewish heritage.70 While I did not find any 
documents to support or deny this claim, it is also telling that the Society (as I will soon show) 
expected its membership to treat the widows and orphans with kindness based on the principles 
of Christianity, and instill similar values into the orphans they mentored. This example could 
suggest another way exclusivity manifest in the Society’s membership.  
Famously, Wolfgang Amadeus Mozart was turned away from membership in 1785 
because he was unable to provide his baptismal certificate, though it is unclear why he could not 
                                                 
68 A civil registration system that documented births, marriages, and deaths was not developed in Austria 
until 1938 and instead, citizens relied on church parishes to document such records. Therefore, the baptismal 
certificate was a legal document that confirmed one’s birth and baptism. See “Tracing Your Ancestors in Vienna,” 
accessed February 19, 2016, https://www.wien.gv.at/english/history/archives/ancestors.html. 
69 Claudia Pete, “Geschichte der Wiener Tonkünstler-Societät” (Ph.D. diss., Universität Wien: 1996), 39. 
70 Religious intolerance was felt during the reign of Maria Theresa and Derek Beales writes that “she was 
violently anti-Semitic, describing Jews as ‘a public plague’ and declaring in 1777 that she would allow none to settle 
in Vienna without her written permission.” Derek Beales, Joseph II, vol. 1: In the Shadow of Maria Theresa, 1741–
1780 (London: Cambridge University Press, 1987), 466. Joseph II was more tolerant but still mistrusting of the 
Jews; see Beales, vol. 2, 196–213. 
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access it.71 Perhaps Mozart hoped that with his frequent participation in the Society’s academies, 
the membership would wave this requirement.72 Another applicant, Emanuel Aloiß Förster, 
applied for membership in 1796 but could not procure a copy of his baptismal certificate from 
the institution where it was housed. Though he submitted a letter proving this fact, he was 
rejected.73 On his third attempt, Förster was able to produce a document proving that he was 
twenty-five years old in the year 1773; the Society then accepted him for membership.74 
The Society’s membership paid careful attention to the applicants’ age and health when 
evaluating prospective members. While the pension fund was intended to support sick members 
and the widows and orphans of deceased members, ideally new members would be involved 
with the Society for a few years before needing financial support. If a new member died shortly 
after he was admitted, it might in the long run cost the pension fund much more than the 
deceased member had invested. Therefore, the Society’s membership did not accept musicians 
who were ill at the time of application.75 For instance, in 1792 the pianist Adam Stiebeck applied 
for membership, but since he was in poor health, the Society requested that he wait six months 
before reapplying.76 One of the inconsistencies in the Society’s application process was whether 
applicants were denied membership based on age. Carl Ferdinand Pohl notes that individuals 
over the age of fifty were typically not accepted into the Society; however, the membership did 
make several exceptions.77 In regard to the records consulted for this study, it does not appear 
                                                 
71 Mozart’s application appears in A-Wsa, Haydn-Verein A 2/1, Situngsprotokolle: February 11, 1785, No. 7 
and A-Wsa, Haydn-Verein B 2/1, Situngsprotokolle: August 24, 1785, No. 22. 
72 See Chapter 4 for Mozart’s involvement in Tonkünstler-Societät academies. 
73 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: July 22, 1796, No. 12 and A-Wsa, Haydn-Verein A 2/1, 
Sitzungsprotokolle: August 10, 1796, No. 20. 
74 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: January 20, 1797, No. 8. 
75 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 1, 1771, No. 9. 
76 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: November 7, 1792, No. 13. 
77 See Pohl, 19. 
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that any prospective members were rejected due to age; in fact, several members who joined the 
Society from 1771–1798 were over fifty-years-old. 
Society members frequently discussed whether or not to allow foreign members—
broadly defined as musicians living outside of the city of Vienna—to join the organization. 
Though the original statutes state that only musicians residing in Vienna were eligible for 
membership, in 1772, six musicians from Pressburg (present-day Bratislava) were accepted as 
members as long as each provided a birth certificate and paid the 150 fl admittance fee.78 In 
clarifying the statutes one year later, the members decided that including foreign musicians could 
be an asset to the Society because it would potentially attract attention to the group and the 
foreigners would be able to contribute their services to the bi-yearly academies.79 However, 
Society members also proposed that foreigners should be required to pay a 300 fl charge on top 
of the 150 membership fee.80  
The membership’s reconsideration of foreign musicians in 1791 resulted in a particularly 
curious turn of events. The members argued that, while foreigners could be skillful musicians 
and good people, they could also pose a detriment to the organization. The membership 
                                                 
78 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: January 12, 1772, No. 1. 
79 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: May 27, 1773, No. 6. 
80 In general, there are few entries in the account books documenting whether foreigners paid the increased 
fee, and the way the Society approached this rule is slightly complicated. The Society seems to have been slightly 
flexible in assessing the foreigner fee, and to have decided that they could either pay 300 fl on top of the 
membership fee, or they could pay the membership fee while also making their quarterly contributions. The 1778 
meeting notes indicate that Joseph Zistler would be charged 300 fl because he was a foreigner, but this full charge 
did not appear in the account books; he was charged 210 fl (150 for membership and 60 for his years over 30) and 3 
fl for quarterly dues. A year later, Johann Sperger was assessed 300 fl on top of his 150 fl membership fee. Sperger 
paid the 300 fl instead of the quarterly dues. See A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: May 14, 1778, No. 
15; A-Wsa, Haydn-Verein B 5/8, Societäts-Rechnung vom Jahr 1778, 2tes Quartal, von 1st May bis ult July 1778 
“Empfung von Neü beigetrettenen Gliedern an Einfags Capital Jahrs Nachtrag”; A-Wsa, Haydn-Verein B 5/9, 
Societäts-Rechnung vom Jahr 1779, 1tes Quartal, von 1st February bis ult April 1779 “Empfung an Beytrag Antic: a 
3f.” According to the account books from 1783 (Quarter 3), four members were assessed 300 fl on top of their 
membership fee. (Interestingly, Martin Schlesinger and Georg Druschetzky were assessed a membership fee of 300 
fl, while the others were charged 150 fl.) A-Wsa, Haydn-Verein B 5/13, Societäts-Rechnung vom Jahr 1783, 3tes 
Quartal, von 1st August bis ult October 1783 “Empfung von Neü beigetrettenen Gliedern an Einfags Capital Jahrs 
Nachtrag, und Consolienungs Tax” and “Empfang an Beytraf Antic: a 3f.”   
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concluded that prospective members should reside either in Vienna or the Hereditary Lands (the 
Habsburg Monarchy); however, if a foreigner was an upstanding person and musician, the 
membership would reconsider, and put his membership to a vote. Nearly all of the Society’s 
then-present membership signed in support of the document.81 In 1793, the newer members were 
asked to sign the document; however, four of the Society’s members rescinded and asked to 
remove their names from the list. After a few days, when Salieri and the Secretary Joseph 
Scheidl revisited the list, they realized that at least twenty members had struck their names from 
the document without asking permission or giving notification of their intentions. Indeed, the 
names were so aggressively crossed out that some of the text on the opposite side of the paper is 
illegible. The opposition to this policy was not enough to revoke the rule, but it does highlight an 
issue that Society members were understandably divided on. On the one hand, admitting foreign 
members meant more money in the bank account. On the other hand, depending on their place of 
residence, foreign members were less likely to participate in the academies, which were crucial 
to the Society’s success. In a 1795 document, then-Society Secretary Paul Wranitzky writes that 
with foreign members, it is difficult to be sure of their health, behavior, and talent as well as the 
behavior of their widows and the education of their orphans.82 Perhaps these same reasons 
applied earlier, as well. 
The statutes state that all free musicians (“freie Tonkunst”) were eligible to belong to the 
Tonkünstler-Societät. Eduard Hanslick explained that the designation “free musician” was used 
to distinguish a practitioner of “high” music from those who created popular music.83 Indeed, the 
Society’s membership discriminated against musicians who played dance music, thus showing a 
                                                 
81 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: April 1, 1791, No. 10. This entry begins with 
Waldhornist Johan Olivia’s membership application and continues with the Society’s statement on the article 
emendation and signatures. The interaction from 1793 is also documented here. 
82 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: January 31, 1795, No. 6. 
83 Eduard Hanslick, Geschichte des Concertwesens in Wien (Vienna: Wilhelm Braumüller, 1869), 10. 
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divide between “high” and “popular” music. In 1771, the Society’s membership agreed to admit 
two dance musicians— Franz Kühtreiber and Matthias Tretter—as long as they promised to 
make little use of dance music in the future.84 Later applicants, including Ignatz Sest (1786), the 
famed waltz composer Joseph Lanner (1830), and Philipp Fahrbach (1846), were not as lucky, as 
all were rejected due to their involvement with dance music.85 As mentioned above, the Society’s 
assessors claimed that Lanner was no “Tonkünstler,” which suggests that at least some Viennese 
musicians acknowledged a division between “art music” and “popular music,” with little room 
for overlap, including—to some extent—in personal association. The act of rejecting dance 
musicians and composers implies that the Society’s membership was interested in limiting the 
group to musicians and composers who practiced “high” art music. Perhaps this was at least in 
part due to the audience the organization hoped to attract: wealthy patrons who could freely 
donate money.86 
The membership’s desire for “musical artists” extends further to the “quality” of musician 
admitted into the organization. An important requirement for admittance was that prospective 
members had to prove their musical merit. While the Society’s documents do not reveal a 
definition outlining what constituted one’s “merit,” clues are found if we consider the evidence 
for the musicians who were rejected for “lack of merit.” The Society seemed to define merit as 
pertaining to musicians and composers with a good reputation, who were known to the 
membership, and who were talented at their craft. Many applicants who lived outside of Vienna 
were rejected on the basis of merit because their skills were unknown to the membership. Some 
submitted letters from their employers or teachers in hopes of swaying the Society’s decision. 
                                                 
84 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: June 12, 1771, No. 18. 
85 On Sest, see A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle, April 19, 1786, No. 13. On Lanner and 
Fahrbach, see Pohl, 18. 
86 In Chapter 2, I discuss the audience in attendance at Tonkünstler-Societät academies. 
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Others, such as the composer Anton Zimmerman in 1779, submitted a symphony with the 
promise of sending more works soon, but despite this material his application was still declined 
on the basis of merit.87 Church musicians were frequently denied membership on lack of merit, 
most often because their names were unfamiliar to the members of the Society—perhaps because 
they worked at the smaller churches scattered throughout the city and the suburbs. Occasionally 
applicants, such as the church trombonist Johann Brunner, were rejected because Society 
members believed they were not skilled musicians.88  
It is impossible to know on what grounds the membership evaluated a musicians’ talent to 
determine if a performer was “skilled” or “unskilled.” It is also possible the membership rejected 
applicants for other, more personal reasons—perhaps they were seen as competition, or they had 
a poor reputation, or they were generally disliked. That the Society was so selective over the 
perceived talent of its membership suggests that the organization was concerned with the quality 
of its members as opposed to the quantity. One would expect that a pension organization would 
be less selective of its membership so as to increase the money in its financial assets; however, 
the Tonkünstler-Societät prided itself on including the most talented musicians and composers, 
who would surely attract audiences to deliver outstanding performances. Despite their careful 
attention to a performer’s abilities, the Society’s assessors noticed and tried to address the 
members’ lack of interest in attending rehearsals or even performing in the academies. At one 
particular academy held in 1796 (to be discussed in Chapter 2), the Society’s Secretary Paul 
Wranitzky reported several issues that had contributed to what he believed was an overall poor 
performance. 
                                                 
87 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: November 3, 1779, No. 36; A-Wsa, Haydn-Verein B 
2/1, Sitzungsprotokolle: February 21, 1780, No. 7; A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 29, 1780, 
No. 12. 
88 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: November 9, 1786, No. 32. 
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The membership was selective of whom they admitted based on occupation, as the 
organization seemed most interested in accepting full-time musicians rather than those who 
practiced their craft part-time or specialized in other aspects of music making. In 1773, the 
Society specified that prospective members should work, for example, at the court theater, St. 
Stephen’s Cathedral, or another surrounding church and should make an honest living as a 
musician.89 But it seems that the Society was somewhat hesitant to accept those involved in the 
supportive roles of music making. For example, in 1772, the organ maker Fridolin Ferstl and the 
announcer Joseph Wagner applied for membership into the Society.90 The Society members 
remarked that technically these applicants did not qualify but decided to put their membership 
request to a vote, which was approved.91 Later, the membership application of Ignatz Kober, an 
organ and piano maker who offered to tune a piano or clavier for the Society, was rejected.92 
Another non-musician who successfully joined the Society—but only after a lengthy battle—was 
Michael Stadlmann, the adjunct court lute maker whose job also required that he tune the 
stringed instruments.93 Stadlmannn’s uncle Joseph died in 1781, and rather than promote Michael 
into the salaried position, Emperor Joseph II eliminated the position, tasking the two Instrument 
Diener with tuning the string instruments.94 Around this time, Stadlmann petitioned to join the 
Society but was met with resistance due to his employment situation. After much deliberation, he 
was finally admitted in 1786. 
                                                 
89 At this meeting, the assessors went through each statute and offered clarification and commentary on 
certain issues presented. It is unclear what prompted the Society to reexamine the statutes. A-Wsa, Haydn-Verein B 
2/1, Sitzungsprotokolle: May 27, 1773, No. 6. 
90 The announcer (Ansager) was typically in charge of promoting concerts. For more on this position in 
relation to the Tonkünstler-Societät, see Chapter 2. 
91 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 4, 1772, No. 5. 
92 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: February 18, 1794, No. 3.  
93 The Society’s assessors put Stadlmann’s membership application to a vote at their meeting on November 
9, 1786, No. 26. 
94 On the logistics behind Michael Stadlmann’s position, see Link, 176–77 and Black, “Mozart and the 
Practice of Sacred Music,” 141–42.  
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It seems that part-time musicians were also not admitted into the Society, likely because 
they might be eligible to receive a pension from another source. Some part-time musicians who 
applied but were ultimately rejected include Joseph Flamm, a civil servant in the court marshal’s 
office and musician at St. Peter’s Church, Maximilian Ulbrich, a civil servant, composer, and 
musician, and Johann Brunner, a trombonist who also worked in the grocery industry (Greißler 
Gewerb).95 It is particularly surprising that Ulbrich was rejected considering his family ties to the 
organization (his father was one of the earliest members) and after his oratorio Die Istraeliten in 
der Wüste was performed with much success in 1779 and 1783.96   
Joseph Haydn’s application to join the Tonkünstler-Societät is frequently cited in 
discussions of the Society and exemplifies a membership application gone awry. During the 
Society’s meeting on November 18, 1778, Haydn’s petition for membership was approved based 
on his enormously popular oratorio Il ritorno di Tobia, which generated a sizable income of more 
than 2,000 fl for the organization.97 Perhaps realizing that Haydn’s notoriety and compositions 
were almost guaranteed to bring in money and audiences at the academies, the assessors likely 
saw Haydn’s application as a business opportunity. During their meeting, the assessors proposed 
that part of Haydn’s membership hinge on his completion of compositions at the Society’s 
request. Haydn argued that such responsibilities would take two or three months each year and 
would inhibit him from completing his duties to the Esterházy Princes; instead, he offered to 
compose works as his time permitted.  
                                                 
95 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: January 29, 1778, No. 1; A-Wsa, Haydn-Verein B 2/1, 
Sitzungsprotokolle: March 29, 1780, No. 11; A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: November 9, 1786, 
No. 32. 
96 See Chapter 4 for more on Ulbrich and Die Israeliten in der Wüste. 
97 Haydn’s application can be found in A-Wsa, Haydn-Verein B 2/1, Situngsprotokolle: November 18, 1778, 
No. 32. 
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At the time, the assessors agreed to admit Haydn, but shortly after, they sent him an 
emendation to his acceptance that revised some of the terms of the agreement. The new clause 
read: “the demands for services to be rendered as per the enclosed declaration shall never be 
indiscreet.”98 Haydn apparently found the word indiscreet particularly irksome and emphasizes it 
in the following excerpt of the letter (I’ve added emphasis in italics):99 
 
This clause, with the so-called discreet (discrete) demands, 
depends in my opinion wholly on the fancy, or the envy, of some 
of the members; in time it might depend largely on those who have 
the least possible insight into the art of composition, for they could 
judge as discreet that which is indiscreet (for instance, a whole 
oratorio instead of a few symphonies). I should be forced to 
compose the most discreet oratorios in plurali as a result of the 
indiscretion which they consider their right; and if not, the majority 
of the vote—purely out of discretion, of course—would roar for 
my suspension sine jure (just as is now threatened). Why? Perhaps 
because I, freely and without any gain to myself, have provided the 
worthy Society with many good services and useful advantages? 
Perhaps because I am a “foreigner”? In my case, the “foreign” 
means only that my person is of no use to the aborigines: through 
my works I’m quite aboriginal enough and if not the composer, oh 
well, his children are there in almost every concert and provide 
many nice advantages. 100 
                                                 
98 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 22, 1779, No. 10. Joseph Haydn, The 
Collected Correspondence and London Notebooks of Joseph Haydn, trans. and ed. H. C. Robbins Landon (London: 
Barrie and Rockliff, 1959), 22–23. The Haydn biographer Georg August Griesinger goes so far as to say “Prince 
Esterházy was so angry over this unreasonable demand that he ordered Haydn to reclaim his deposit forthwith.” 
However, it is uncertain if this did indeed happen. See Griesinger, “Biographical Notes Concerning Joseph Haydn,” 
in Joseph Haydn: Eighteenth-Century Gentleman and Genius, trans. Vernon Gotwalls (Madison: The University of 
Wisconsin Press, 1963), 18. 
99 Landon says very little about the incident, but explains that Haydn was upset not just because he was 
two-timed by the Society, but also because “most of [his] bitterest enemies were members,” suggesting that Haydn 
had hoped to compete with Viennese musicians in the musical marketplace. It is worth mentioning that in footnote 3, 
Landon mentions that, as a foreigner, Haydn’s admission fee was reduced, but it is not immediately clear what he 
means by this. Haydn’s fee was actually quite high because, in addition to the 150 fl entry fee, he was assessed 216 
fl total because he was over 30 years old, making his total contribution to the Society 366 fl. See A-Wsa, Haydn-
Verein B 5/8, Societäts-Rechnung vom Jahr 1778, 4tes Quartal, von 1st November bis 1 February 1779 “Empfung 
von Neü beigetrettenen Gliedern an Einfags Capital Jahrs Nachtrag, und Consolienungs Tax”. Landon, Haydn: 
Chronicle and Works, vol. 2: Haydn at Esterháza, 1766–1790 (Bloomington: Indiana University Press, 1976–80), 
418. Geiringer writes that Haydn’s eventual admittance “annulled an injustice under which Haydn had long 
smarted.” After Haydn came to be an international celebrity, it seems Geiringer expected the Society to regret its 
earlier decision—which may well be true. Karl Geiringer, Haydn: A Creative Life in Music (Berkeley: University of 
California Press, 1982), 162. 
100 Haydn, Collected Correspondence, 22–23. 
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 Haydn had hoped that the organization would take into consideration the services he had 
already given, rather than those he would give in the future. He also must have realized that the 
Society intended to ride on his name and laurels when programming repertoire at the academies. 
Even though Haydn’s membership fell through, the Society continued to perform his works with 
great success in the 1780s and 1790s.  
In December 1797, Secretary Paul Wranitzky proposed that the Society admit the now 
internationally famous Haydn into its membership and appoint him as a senior assessor—nearly 
twenty years after he initially applied.101 This new appointment meant that Haydn was exempt 
from paying membership fees and was given free admission to each Society academy.102 The 
investiture was completed a week later at the Society’s December 11th meeting, when, upon 
entering the hall, Haydn was greeted with roaring applause and exclamations of “Vivat!”103 In 
explaining the Society’s rationale behind admitting Haydn, Karl Geiringer writes: “The 
musicians, however, felt it imperative to make an exception to the case of Haydn, in order to 
obliterate their former shortsightedness. In doing so they not only gave great pleasure to the old 
master, but also brought important material benefits to the institute.”104 Haydn’s works played a 
central role in the Society’s concert life leading into the nineteenth century, as his oratorios were 
frequently repeated and earned considerable sums for the institution.105 
 
 
 
                                                 
101 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: December 4, 1797, No. 26. 
102 To read a translation of the complete letter between Wranitzky and Haydn, see Landon, 195. 
103 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: December 11, 1797, No. 31. 
104 Geiringer, 163. 
105 I discuss the importance of Haydn’s later works in the Society’s repertoire in my Epilogue. 
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LEADERSHIP 
The Tonkünstler-Societät’s leadership included a board of assessors who made decisions 
for the membership and a group of officials who completed administrative tasks. The twelve 
assessors made key decisions for the membership, including evaluating membership 
applications, choosing academy repertoire, and managing finances. While the exact number of 
meetings per year varied, the committee usually convened every few months.106 It is unclear how 
often the entire membership met; there are documents that required every member’s signature, 
suggesting there were at least occasional meetings. Two of the highest officers, the president and 
the vice president, were appointed by the court, while the other members, classified as assessors 
and Officianten, were chosen by the Society’s membership. Ultimately, the Society’s executive 
board and officials were tasked with advocating for the membership to the court, holding 
members accountable for their responsibilities, approving/denying membership requests, 
selecting concert programs, and overseeing the money earned and spent. A study of the Society’s 
administrative bodies and their duties allows us to better understand how the Society was 
organized and managed. 
One of the key positions was the so-called protector who was a court-appointed liaison 
between the court and the Society. In her dissertation on Viennese clubs and societies in the 
nineteenth century, Herta Obrovski explains the function of this position: “On the one hand, the 
protector was patron and sponsor, whose connections could shorten the long chain of command 
and positively influence decisions regarding the association. On the other hand, he should 
                                                 
106 The number of meetings per year usually depended on the business on the agenda. Some years had 
remarkably few meetings while others had many, and some of the fewest meetings came in the early 1790s after the 
deaths of Joseph II and Leopold II. During this time, the nation was in mourning and the theaters were closed, so the 
Society was unable to organize its academies. 
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guarantee that the organization did not exceed the permissible limits.”107 Between 1771 and 
1798, the Society had seven different protectors, listed below.   
 
1771–1775: Graf Johann Wenzel Spork (k.k. Hof Kammer-Musikdirector,        
        OberstLandhofmeister) 
1775–1776: Fürst Johann Joseph Khevenhüller-Metsch (k.k. Obersthofmeister) 
1776–1782: Fürst Joseph Adam Johann Nepomuk Schwarzenberg (k.k. Obersthofmeister) 
1783–1788: Fürst Georg Adam Starhemberg (k.k. Obersthofmeister) 
1788–1791: Fürst Franz Xaver Wolfgang von Orsini-Rosenberg (k.k. Oberstkämmerer) 
1791–1796: Graf Johann Wenzel Ugarte (k.k. Musikdirector, then Hofmusikgraf) 
1796–1818: Graf Johann Ferdinand von Kuefstein (k. k. Hofmusikgraf, k. k. Kämmerer, u. 
 Hofrath, Obersterbland-Silberkämmer) 
 
 
Only two of the protectors listed above were directly involved with music-making at court; both 
Spork and Ugarte served as the Musikdirector (or Musikgraf), who supervised all court musical 
activities. The Musikgraf position was vacant from 1775 until 1792, so the Obersthofmeister 
(chief steward) was appointed as protector.108 The involvement of each protector varied, likely 
due to the extent of their interest in the organization and its activities. Spork attended all 
meetings and briefly served as president, while Ugarte (who also served as president) was 
present at most meetings. Khevenhüller-Metsch and Schwarzenberg were less interested and 
rarely attended meetings, communicating instead through memos.109 
 In its first decades, the president of the Society was either the Hofkapellmeister, a court-
appointed music director who maintained the most prestigious musical position in Vienna, or the 
protector. At the time of the Society’s founding, the elderly Hofkapellmeister Reutter was asked 
to be president; however, he declined the offer and instead, the Protector Spork offered to preside 
                                                 
107 “Der Protektor war einerseits Schutzherr und Förderer, dessen Verbindungen manch langwierigen 
Instanzenweg abkürzen und Entscheidungen bezüglich des Vereins positiv beeinflussen konnten. Andererseits sollte 
er Gewähr dafür bieten, daß der Verein die erlaubten Grenzen nicht überschritt.” Quoted in Pete, 25. 
108 The Obersthofmeister was the highest court official, while the Oberstkämmerer ranked just below and 
was tasked with supervising the domestic personnel working for the court. See Link, 165.  
109 Beales writes that Spork was sent to Galicia in 1775, when Joseph II transferred the Musikgraf’s duties 
to Khevenhüller-Metsch. Shortly after this, Joseph left for Croatia, but gave Khevenhüller-Metsch a list of 
instructions for theater reform. See Beales, vol. 1, 230–36. 
71 
 
over meetings.110 Reutter’s reluctance to take on a new task was likely due to his age and his 
little interest in taking on what would be a time and energy consuming task. As John A. Rice 
explains, the Hofkapellmeister position was a lifelong appointment, but as composers grew older, 
the position was considered honorary.111 The Tonkünstler-Societät had five different presidents 
from 1771 until 1798:  
 
1771–1775: Graf Johan Wenzel Spork, protector 
[1772–1774: Florian Gassmann (as vice president)] 
1774–1788: Joseph Bonno, Kapellmeister 
1788–1794: Antonio Salieri, Kapellmeister 
[1794–1796: Ignaz Umlauf, Vice Kapellmeister (as vice president)] 
[1795–1829: Salieri (as vice president)] 
1796: Graf Johann Wenzel Ugarte, protector 
1796–1818: Kuefstein, protector 
 
 
Interestingly, Spork officiated as president even after Gassmann was appointed Hofkapellmeister 
in 1772, despite the fact that Gassmann is credited as the Society’s founder. The president was 
tasked with leading meetings and handling some correspondence (such as the yearly activity 
report submitted to the court). Salieri was president until late-1795 when he became vice 
president to the Society’s Protector Graf Johann Wenzel Ugarte; the revised statutes from 1796 
indicate that the Hofmusik Grafen would assume the role as president, while the 
Hofkapellmeister would serve as vice president.112 The Society’s statutes state that the president 
would be charged with overseeing administration funds and other tasks, and also advise the 
memberships on concerns involving the widows and orphans. The vice president (in this case 
Salieri) was tasked with attending Society meetings and deciding on the academy programming. 
                                                 
110 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 23, 1771, No. 3. 
111 Rice, Salieri, 48. 
112 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: August 17, 1796, No. 44. Pohl explains that the Society 
had tried to pass revisions to its statutes in 1785, but the rules were met with resistance and ultimately did not pass. 
This resulted in some tension among the membership and in their relationship to the court, and in 1794, the Protector 
Ugarte held a special meeting, leading to a re-election of all the officers and assessors. Pohl, 9. 
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While it is unclear why the membership decided to strip the Hofkapellmeister of his position as 
president of the Society, it seems that they believed that administrative matters were best handled 
by an outside source. Decisions regarding programming were perhaps best made by the 
Hofkapellmeister, who already oversaw music made at the court. 
 The Society’s membership selected twelve individuals to become assessors to both serve 
on a sort of executive board as representatives of the membership and to help make decisions 
that would impact the entire organization. Pohl notes that the Hofkapellmeister and the six oldest 
assessors were actually equal to the protector in terms of influence.113 The assessors were equally 
divided into two groups: senior assessors and junior assessors. According to the statutes, the 
older members served as senior assessors, while six younger members served as junior assessors, 
who were to practice and learn the Society’s affairs. Despite this, it does not appear that age at 
the time of election or the date admitted into the Society impacted whether someone was elected 
as a junior or senior assessor. At times, some of the Society’s oldest members were elected as 
junior assessors, suggesting that perhaps nominations were met with some resistance and that 
those who were willing to serve were elected, no matter their age or experience.  
 One of the primary duties of the assessors was to approve membership applications. If the 
members could not immediately reach a unanimous decision on a particular candidate due to 
doubts or concerns, the assessors voted; if a candidate received majority approval, he was 
admitted. Junior assessors were also charged with mentoring and looking after the orphans of 
deceased members by supervising their education and encouraging them to follow the principles 
of Christianity. Junior assessors would sometimes assist with the financial aspects of the Society 
so that they might one day become senior assessors or officials.  
                                                 
113 Pohl, 11. 
73 
 
 During the Society’s first meeting in 1771, it was announced that assessors would be 
appointed through an election with sealed ballots.114 Those selected (Figure 1) were announced 
at the second meeting. 
  
 
 
Transcription: 
Seniores Juniores 
Trani, Josep[h] Gesur, Tobias 
Gaßman̄, Flori[an] Hoffman̄, Ferd[inand] 
Starzer, Joseph Woborzill, Thom[as] 
Hoffman̄, Ant[on] Mayer, Joseph 
Stadler, Joseph Huber, Thadd[äus] 
Asplmayr, Franc[is] Peÿer, Jacob 
Actuarü 
Müller, Wences[las] Pable, Joseph 
 
FIGURE 1: Assessors Elected April 1, 1771115 
This section is taken from the Society’s meeting minutes and lists the Senior and Junior Assessors 
elected in 1771, as well as the Actuaries, who were responsible for managing the finances and 
recording the meeting minutes. 
 
 
These members (aside from Florian Gassmann who, at his death in 1774, was replaced by Joseph 
Orsler) served as assessors until 1775, when regular, yearly elections were instituted. Despite 
                                                 
114 Interestingly, the Beilagen box in Society’s archives holds the tally sheets from some of the elections. 
115 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 1, 1771, No. 7. 
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this, most acting assessors were reelected each year, with only one to four new members being 
elected. This suggests that the same twelve members were making virtually all of the decisions 
for the Society, potentially leaving little room for progress and fresh perspectives. The 
membership’s reluctance to participate in the governance of the Society was likely due to the 
time commitment and because the positions were unpaid. Assessors were required to attend each 
meeting; their attendance was recorded on the first page of the meeting minutes. It could also be 
that many members simply wanted the benefits of belonging to the Society, and wanted to do 
little extra work. 
 As seen in the image above, the Society originally had two members serving as 
Actuaries: Wenceslas Müller and Joseph Pable. It seems that Müller was responsible for copying 
the meeting minutes, as his signature appears at the end of each set. His name also appears at the 
end of the account books, suggesting that he recorded the Society’s financial records. Pable 
likely assisted with collecting and depositing the funds received from dues. Originally they 
offered their services gratis, but in 1774 the men claimed that the work had become too much 
and asked for payment. Müller earned 50 fl while Pable earned 30 fl each year.116 In May 1778, 
the assessors decided to appoint Officianten to delegate the work and ease the daily operations, 
which had become too much for two people. These positions included: Secretary (or actuary), 
accounting auditor (Rechnungs Revisor), cashier (Caßier), controller (Controlor), academy 
inspector (Academie Inspector), pupil supervisor (Pupillen Aufseher), and accountant 
                                                 
116 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 12, 1774, No. 2. In 1777, Müller asked to be 
dismissed from the position, so Pable assumed the role of first accountant. See A-Wsa, Haydn-Verein B 2/1, 
Sitzungsprotokolle: November 10, 1777, No. 9. 
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(Rechnungsführer). Members were appointed to these positions by the senior assessors and were 
expected to have a sufficient knowledge of business practices.117  
The revised statutes from 1796 provide insight into the duties required of the officials. 
The secretary was responsible for recording the meeting minutes and also helped manage the 
organization’s correspondence. The secretary should have a great knowledge of the Society and 
should be able to report on the meeting minutes during each session. The cashier was to collect, 
invest, and distribute the Society’s money, which they ultimately gave to the controller, who 
oversaw the cashier and likely helped with disbursement and recording transactions. The 
accountant was to audit the Society’s accounts (as recorded by the controller and cashier) 
quarterly and was overseen by the accounting auditor. This statute also stipulates that the 
secretary, cashier, accounting auditor, controller, and accountant would be paid for their services 
to the organization.118 
 
 
                                                 
117 The Society describes the procedure of selecting Officials in the 1796 statute revisions. The organization 
also mentions for the first time, the instruction books for each position, which were presumably written around 1796 
(when the Society first mentions such books). The Stadt- und Landesarchiv contains a box of officer manuals. 
However, most of these books do not contain dates, making it difficult to know definitively which manuals came 
from 1796. See A-Wsa, Haydn-Verein A 1/3a, Akademien 1772-1865.  
118 After they were appointed in 1778, the accounting auditor and cashier were paid each quarter. 
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Transcription: 
Secretarius. Huber Thad[äus] 
Rechnungs Revisor. Scheidl, Jose[eph] 
Caßier. Heneberger. Andr[eas] 
Controlor. Orsler. Jos[eph] 
Academie Inspector. Stamiz, Fran[z]119 
Pupillen Aufseher. Umlauff, Ign[atz], ad interim; statt Huber, Carl 
Rechnungsführer. Pable, Jos[eph] 
 
 
FIGURE 2: Officials Elected May 2, 1778120 
The Society elected its first set of officials in 1778. In this way, the responsibilities shifted from 
two people (as seen in the previous image) to seven. 
 
 
 According to the statutes, all Society leaders were expected to have compassion and treat 
the widows and orphans with love and kindness, thus abiding by the principles of Christianity. 
Most of the positions listed above were tasked with maintaining the Society’s finances—a 
difficult and substantial job considering the size of the membership, the large-scale fundraisers 
(academies), and the many transactions involving the members and beneficiaries.     
 
 
 
 
 
                                                 
119 Stamitz’s last name is more often spelled Steinmetz. 
120 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: May 2, 1778, No. 7. 
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THE TONKÜNSTLER-SOCIETÄT AS A FINANCIAL ENTERPRISE 
 
 The primary goal of the Tonkünstler-Societät, it should be remembered, was collecting 
money to assist widows, orphans, and sick members; thus, the organization took great care in 
maintaining its financial well-being. The Society’s income was mostly comprised of donations 
and membership contributions, while slightly less income came from money the Society made on 
its own accord through its bi-yearly academies. During the scope of this study (from 1771 to 
1798) the organization generated a profit. Despite its earnings and financial success, the Society 
could be considered, in some ways, stingy with its funds: the group was quite selective of the 
sick members who received money due to an illness (Krankengeld) and the amount given to the 
widows fluctuated. In this section, I examine how the Society managed its profits and operating 
budget and what expenses it incurred before considering the financial situation of the average 
musician in the late eighteenth century. Finally, I examine the money given to the Society’s 
beneficiaries to better understand how members and their families might have qualified for 
funding and the amount that was typically awarded. 
 One of the most important elements governing mutual benefit societies was the 
acquisition of funds and management of spending in order to support members. In the left half of 
the table represented below, Marcel van der Linden provides a sample operating account for such 
organizations, but notes that few societies documented each source of income and expense.121 It 
is clear that these institutions had a variety of options available in case of a financial crisis, 
meaning dues could be increased or more donations could be solicited. As seen below, the 
financial structure of the Tonkünstler-Societät was similar to other mutual benefit societies.  
 
                                                 
121 van der Linden, 23. 
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TABLE 1: Comparison of Operating Accounts122 
Mutual Benefit Societies The Tonkünstler-Societät 
Income 
 
Entrance Fees 
Dues 
Fines 
Donations 
Subsidies 
Expenses 
 
Support Payments 
Other Forms of Relief 
Overhead 
Sociability 
Dividends Payable to   
   Members 
Taxes 
Savings (Capital) 
Income 
 
Entrance Fees 
Dues 
Fines 
Interest from Public 
   Funds 
Interest from   
   Investments 
Extra Income  
   (Donations, Concert   
   Earnings) 
Returns on Investments 
Expenses 
 
Support Payments 
Other Forms of Relief 
Payments Relating to  
   Business Transactions  
   and Investments 
Extra Expenses 
   (Stipends, Concert  
   Expenses, Misc.  
   Expenses) 
 
The Society meticulously recorded its earnings and spending in slim account books, with 
income/expense reports for each of the four quarters of the year. These records through the early 
nineteenth century were also available in a massive volume called the Hauptbuch, though these 
records are less detailed.123 The Society’s earnings came primarily from membership fees 
(admission, dues, fines) and as discussed previously, until 1781, the organization received a 
yearly 1,800 fl donation from the court which was meant to cover the membership fees for the 
court musicians.124 Money the Society earned in its academies or received through donations is 
recorded under Extra Earnings (An Extra Einnahm). While the amount earned at academies 
constantly fluctuated, it grew increasingly important as the number of widows requesting 
pension money increased.125 Additionally, the Society earned interest through several public 
                                                 
122 van der Linden, 23. 
123 A-Wsa, Haydn-Verein 2.9.1.2 B4, Buchhaltungs- und Kassaangelegenheiten, 1771–1937, Hauptbuch 
and A-Wsa, Haydn-Verein B 5/1–28, Jahresrechnungen. 
124 This sizable donation was approximately four times the sum of the 12 fl premiums that musicians were 
required to pay, giving the Society a comfortable cushion for its financial assets. Link, 158. 
125 For a detailed discussion on the finances of the academies (both earnings and expenses), see Chapter 2 
as well as Appendix D. 
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investments, including through the bank, through copper (Kupfer Amt), and through land 
(Landbaus). 
The Society had relatively few expenses, the two largest being the pension money given 
to widows and the Extra Expenses (Extra Ausgaben), which was comprised primarily of 
academy expenses (discussed in Chapter 2) and salaries given to the officers. Costs were reduced 
by requiring that the musicians and composers volunteer their services for the four yearly 
performances and the Society most often used the venue for free. The Society’s expenses also 
included the funds given to sick members who were unable to work and “traded or added bonds” 
(Auf eingehandelt an oder zugelegte Obligationes). The chart below gives a snapshot of the 
Society’s income and expenses from its foundation in 1771 until 1799.  
 
TABLE 2: Select Annual Tonkünstler-Societät Income and Expense Reports, 1771–1798126 
 Income  Expenses  Total in the 
Bank127 
1771 10,244 fl 7x 2d128 144 fl 21x 2d 10,050 fl 
1775 8,528 fl 57x 1,448 fl 44x 2d 39,350 fl 
1780 7,805 fl 18x 3,472 fl 42x 1d 66,350 fl 
1785 7,652 fl 10x 2d 6,258 fl 53x 2d 92,650 fl 
1790 8,536 fl 52x 1d 6,244 fl 51x 3d 104,260 fl 
1795 11,189 fl 26x 8,405 fl 22x 3d 120,260 fl 
1798 12,595 fl 22x 2d 9,539 fl 57x 132,110 fl 
   
As seen above, the Society’s income was particularly substantial in 1771 (due to the new 
membership and donations from the court) and in 1799 (because of the Society’s successful 
                                                 
126 A-Wsa, Haydn-Verein 2.9.1.2 B4, Buchhaltungs- und Kassaangelegenheiten, 1771–1937, Hauptbuch.  
127 The figures in this column refer only to the amount of money the Society kept in the bank and does not 
necessarily reflect the amount they actually had. Each quarter, the Society kept a little money (the amount varies), 
presumably for cash on hand. The amount was usually deposited in the next quarter. 
128 Throughout this chapter, I abbreviate ducat as “d.” 
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public premiere of Haydn’s Die Schöpfung). The steady growth in expenses is due to the 
increasing number of widows and orphans the Society was caring for.  
 
A COURT MUSICIAN’S PAYCHECK AND SOCIETY DUES 
 
 Membership in the Tonkünstler-Societät was an expensive investment for musicians, 
which likely prevented some prospective members from applying. In addition to a sizable 
entrance fee, members were assessed additional fees depending on their age, and were required 
to pay yearly dues. Involvement in the Society was also something of a financial gamble for a 
musician since there was always the possibility that a member’s wife and/or children would not 
survive him or become ineligible for benefits. For example, though Antonio Salieri belonged to 
the Society for forty-five years, no family member benefitted from his investment; his wife died 
in 1807 and while three of his eight children outlived him, none requested financial assistance. 
Perhaps they did not fit the strict requirements for beneficiaries that were imposed by the 
membership (discussed in full later). 
 To better understand the monetary cost of membership of the Society, a quick glance at 
the financial situation of eighteenth-century musicians is necessary.129 Volkmar Braunbehrens 
has shown that in comparison to the rest of Europe, the musicians living in Vienna received 
relatively low salaries.130 For example, the Kapellmeister Niccolò Jommelli earned 4,000 fl at his 
post in Stuttgart, with housing and necessary benefits included, while Mannheim Kapellmeister 
Christian Cannabich earned 3,000 fl—quite high earnings compared to Florian Gassmann’s 
                                                 
129 There has been much scholarship on Mozart’s finances, which has proved helpful to this project. A short 
sampling of works includes Peter J. Davies, Mozart in Person: His Character and Health (New York: Greenwood 
Press, 1989), 89–101; and Christoph Wolff, Mozart at the Gateway to His Fortune: Serving the Emperor, 1788-1791 
(New York: W. W. Norton, 2012). 
130 Volkmar Braunbehrens, Mozart in Vienna, 1781–1791, trans. Timothy Bell (New York: Grave 
Weidenfeld, 1986), 124–41. 
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1,200 fl salary as Hofkapellmeister.131 Two sources (extracted in Table 3 below) begin to 
illuminate the payments that Viennese court and theater musicians could expect to receive. 
Dorothea Link’s study of Mozart’s employment in the Hofkapelle provides financial figures from 
the years 1771 and 1788. Using information found in the Haus- Hof und Staatsarchiv, Link lists 
each individual member and his or her salary. Mary Sue Morrow’s figures for the theater singers 
and musicians yield similar results (particularly in comparing salaries for the instrumentalists), 
and viewed together with Link’s, both resources offer a look at court and theater finances over 
two decades. Figure 3 is a page out of the Beilagen file from the Society’s archives at the Stadt- 
und Landesarchiv that records all of the Society’s members who also belonged to the Hofkapelle; 
penciled in red after each name is the musician’s annual salary. 
                                                 
131 Braunbehrens, 126. 
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TABLE 3: Musicians’ Annual Salaries, 1771–1793 
 
 Hofkapelle 
Musician’s 
Salary, 1772 
(Link)132 
Theater 
Musician’s 
Salary, 1784–85 
(Morrow)133 
Hofkapelle 
Musician’s 
Salary, 1788 
(Link)134 
Theater 
Musician’s Salary, 
1792–93 
(Morrow)135 
Singers 300 fl–400 fl136 400 fl–4,061 fl 300– 400 fl 487 fl 30x–4,500 fl 
Kapellmeister Gassmann: 
1,200 fl137 
Bonno: 1,200 fl 
Salieri: 853 fl 
 28x 
Umlauf: 850 fl  
Salieri: 1,200 fl 
Umlauf: 850 
Salieri: 853 fl 
20x138 
Weigl: 1,000 fl 
Orchestra Strings: 300 fl 
Trombones: 
 300 fl 
Oboe: 500 fl139 
Bassoons: 300 fl 
Instrument 
Diener: 300 fl 
Organ maker: 
 200 fl 
Lute maker: 
 400 fl 
Copyist:  
 400 fl140 
Concertmaster: 
 450 fl 
First Cellist: 
 450 fl 
Violinists: 400 fl 
Wind players: 
 350 fl 
Strings: 150 fl; 
 300 fl141 
Trombone: 300 
fl 
Oboes: 100 fl 
Bassoons: 100 fl 
Organ: 300–400 
fl 
Instrument 
 Diener: 300 fl 
 
Burgtheater 
Concertmaster: 
 500 fl 
First Cellist: 450 fl 
Strings: 350 fl 
Flutes: 350 fl 
Other winds & 
 horns: 400 fl 
First Clarini: 300 fl 
First Timpani: 
 300 fl 
 
Kärntnerthortheater 
Strings: 125 fl 
Flutes: 125 fl 
Other winds & 
 horns: 166 fl 40x 
 
                                                 
132 Link’s table denotes the musicians who were previously employees of Georg Reutter and the musicians 
who were formal court employees and thus hired before Reutter took over. Because the Hofkapelle at this time 
(according to Link’s list) was mostly comprised of musicians who were Reutter’s employees, I include their salaries 
in the chart (unless otherwise indicated). See Link, 157–58 for a complete list.   
133 Mary Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (Stuyvesant, NY: Pendragon Press, 1989), 113. 
134 Link, 168–69. 
135 Morrow, 113–14. 
136 The salaries listed here are for those employed by Reutter and are much less than those of the court 
employees. For example, the soprano Maria Theresia Reutter earned 2,000 fl, the tenor Cajetan Borghy earned 1,500 
fl, and the bass Karl Herrich earned 700 fl. See Link, 157. 
137 Both Gassmann and Bonno were court employees; the amount recorded is their gross salary, which does 
not include taxes. In addition to this salary, Gassmann made 416 fl 40x as “Compositor”. 
138 This sum is in addition to Salieri’s 1,200 fl salary as Hofkapellmeister. See Rice, Salieri, 423.  
139 The oboist, Daniel Hartmann, was a court employee (as opposed to an employee of Reutter); the amount 
recorded here is his gross salary, which does not include taxes. 
140 The copyist, Giuseppe Ercolini, was a court employee (as opposed to an employee of Reutter); the 
amount recorded here is his gross salary, which does not include taxes. 
141 Several string players, as well as the oboists and bassoonists, were paid 100 and 150 fl because they 
were on contract (as opposed to their salaried colleagues) and because they were called upon less frequently. Link, 
166. 
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FIGURE 3: Hof und Kammer Music Salaries, 1772142 
The above image comes from the Society’s archives and lists the Habsburg court and chamber 
musicians in 1772. These members would have their entry fees into the Society paid through the 
Emperor’s 1,800 fl donation (discussed earlier in the chapter). The red numbers to the right of 
each name indicate the musicians’ salaries, though it is unclear if this number was recorded at 
the time or added later. 
                                                 
142 A-Wsa, Haydn-Verein A 3/1, Beilagen.  
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When analyzing these figures, it is important to remember that the court and theater were 
essentially separate enterprises until 1788, when Joseph II again restructured the Hofkapelle and 
united the entities under the supervision of the Obersthofmeister. This could at least partially 
account for the higher pay earned by the theater musicians (see Table 3, column 4), whose 
salaries were paid by an impresario lessee. Notice that some of the theater singers received much 
higher salaries than those who worked for the Hofkapelle, largely due to their celebrity status, 
which was similarly experienced in Vienna and elsewhere in Europe.  
From the table above, we can see that the average court or theater musician made a 
modest salary of around 300 to 400 fl a year, which required that he live on a tight budget. This 
table does not take into account whether musicians held additional freelance jobs (it seems many 
did) by performing in church or theater ensembles, performing in private concerts, teaching 
lessons, etc., which would have increased their earnings considerably. For instance, the bass 
singer Anton Ulbrich was a member of the Hofkapelle (300 fl), the choirs of St. Peter’s Church 
(45 fl), St. Michael’s Church (62 fl 49x), and the Church of the Karmeliten in Leopoldstadt (46 
fl), and rehearsed the chorus for some of Salieri’s operas.143 Thus, Ulbrich’s total earnings could 
have been closer to about 450 to 500 fl. Table 4 below gives a sample of some of the 
employment opportunities in Vienna along with the yearly salary; it gives considerable 
perspective on the incomes of musicians and how their earnings compare with other positions.  
                                                 
143 Otto Biba has compiled a list of the church musicians working in Vienna during the year 1783, which is 
an extremely helpful resource for this study. As suggested in Ulbrich’s example, many of the musicians listed served 
multiple churches. See Biba, “Die Wiener Kirchenmusik um 1783,” in Beiträge zur Musikgeschichte des 18. 
Jahrhunderts: Jahrbuch für Österreichische Kulturgeschichte (Eisenstadt: Herbert Schiefer, 1971), 7–79. My thanks 
to John A. Rice for sharing copies of Ulbich’s bills for the Salieri operas with me. The documents are located in 
Budapest at the Magyar Országos Levéltár in the Keglevich Család P421 V/15–22. Rice explains that the buffa 
theater did not employ a full-time chorus, but instead solicited singers when needed. In the case of the opera La 
calamita di cuori (1774), a chorus of twenty people was paid 40 fl for two rehearsals, which amounted to 1 fl per 
singer, per rehearsal and Ulbrich kept a share of the money for himself, though this figure is unknown. See Rice, 
Salieri, 215–16. 
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TABLE 4: Yearly Income for Select Viennese Careers144  
Class Position Yearly Salary 
Aristocracy Esterházy Family ~700,000 fl 
Other Hungarian Land Owners (including 
Pálffy, Koháry, Károly, and Erdödy) 
300,000–400,000 fl 
Court Positions President of the Court Department 
(Präsidenten der Hofstellen)  
4,000–6,000 fl 
Court Secretary 1,500–2,000 fl 
Clerks 400–900 fl 
Administrative 
Positions in the 
Public Hospital 
Hospital Director 1,000 fl 
Doctor 400 fl 
Pastor 300 fl 
Music Positions  Court Kapellmeister 1,200–2,500 fl 
Singers 400–4,000 fl 
Instrumentalists 300–500 fl 
Civil Servants University Assistants 400 fl 
Elementary School Teachers 120–250 fl 
Household Servants 16–50 + room and 
board 
 
Morrow and Braunbehrens indicate that a musicians’ salary fits within the ranges for 
middle-class people and lower-level bureaucrats.145 Julia Moore reminds us, however, that the 
middle class demarcates a broad group of people at somewhat different ends of the social 
spectrum. Moore uses estate inventories to better understand Mozart’s finances at his death and 
provides the following guide for distinguishing the lower social classes. She writes: 
‘lower class’ here includes only the truly impoverished, who  
lacked various significant necessities of clothing and furnishings, 
whereas the ‘lower middle class’ had clothing which was not 
ragged and furniture which was not broken, and at best a few 
insignificant luxuries: a watch, a mirror, a few silver spoons. 
‘Middle middle class’ here means a comfortable living standard, 
with the same types of possessions appearing in most inventories, 
                                                 
144 This table was derived from Morrow, 112–13. The information listed comes from Morrow, as well as 
Roman Sandgruber, “Wirtschaftsentwicklung, Einkommensverteilung und Alltagsleben zur zeit Haydns,” in Joseph 
Haydn in seiner Zeit: Eisenstadt 20. Mai–26. Oktober, ed. Gerda Mraz, Gottfried Mraz, and Gerald Schlag 
(Eisenstadt: Amt der Burgenländischen Landesregierung, 1982), 80–81. For information on the salaries of people 
employed by the Bürgerspital, see Alfred Francis Pribram, Materialien zur Geschichte der Preise und Löhne in 
Österreich, vol 1 (Vienna: Carl Ueberreuters Verlag, 1938), 343–50. 
145 Morrow, 111 and Braunbehrens, 129. 
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while differing somewhat in quantity and quality. In contrast, 
‘upper middle class’ inventories are characterized by more novelty 
items. Real estate or a carriage qualified an estate as upper middle 
class unless offset by huge debts.146  
  
While she does not include figures from the eighteenth century, she notes that 87 percent 
of the above listed classes in 1815 belonged to the lower class, implying the middle class was a 
relatively small portion of the population.147 We can thus assume that the lower class dominated 
in terms of numbers during the eighteenth century, as well.148 
While determining the yearly incomes and living expenses for Viennese residents is 
somewhat difficult, a few primary sources provide insight into the costs for essential items.149 
Below (Table 5) are financial plans compiled by Johann Pezzl in his Sketch of Vienna (1786) and 
in the anonymous writer in the Vertraute Briefe zur Characteristik Wiens (1793). These figures 
are estimates for a bachelor entering society as a middle-class citizen.150 Table 6 includes a list of 
commonly purchased items, including musical equipment. Morrow notes that prices stayed 
relatively consistent up through 1800 and often fluctuated depending on the harvest.151 These 
figures provide us a better glimpse at the cost of living in eighteenth-century Vienna, with which 
we can compare the salaries of musicians. 
 
                                                 
146 Julia Moore, “Mozart in the Marketplace,” The Journal of the Royal Musical Association 114, no. 1 
(1989): 33–34. In addition, Moore uses total estate values to indicate class. Those with a total estate of under 100 fl 
were considered “lower” class; 100–999 fl implied “lower middle” class; 1,000-7,999 fl was “middle middle” and 
8,000 fl or more was “upper middle” class.  
147 Moore, “Mozart,” 34. 
148 It is worth noting that Moore’s table also shows a rise in the lower and “middle”  middle classes around 
1830, with the percentage of the lower class decreasing to 67 percent. This corresponds to the rise of the middle 
classes before and during Vormärtz. Moore, “Mozart,” 34. 
149 One of the best studies on the financial status of the Austrian Empire is P. G. M. Dickinson, Finance and 
Government under Maria Theresia, 1740–1780, 2 vols. (Oxford: Clarendon Press, 1987). In the first volume, 
Dickenson spends ample time discussion the social hierarchy of Vienna, in particular the church, nobility, peasants, 
and merchants and bankers in Vienna and the Austrian Netherlands. 
150 Moore reminds us that Pezzl was speaking here of the lowest tier of the middle class in an attempt to 
demarcate it from the lower classes. Moore, “Mozart,” 27. 
151 Morrow, 111. 
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TABLE 5: Cost of Living for a Viennese Bachelor 
 
 Johann Pezzl: Sketch of Vienna, 
1786152 
Vertraute Briefe, 1792153 
Break Down of 
Living Expenses 
Rent: 60 fl 
Firewood and light: 24 fl 
Clothing: 160 fl 
Laundry: 10 fl 
Food: 180 fl 
Household service, misc.: 30 fl 
Entertainment: appx. 50–100 fl 
Two room city apartment: 144 fl 
Servants and linens: 30 fl 
Wood and candles: 30 fl 
Hairdresser: 36 fl 
Shoes: 10 fl 
Clothing: 160 fl 
Meals: 365 fl 
Entertainment: appx. 225 fl 
Cost of Living  500-550 fl     (464 fl for essentials) 1,000 fl      (775 fl for essentials) 
 
 
TABLE 6: Cost of Common Items in Vienna in 1787154 
Item Cost 
Beef (kg) 10 fl 7x 
Pork (kg) 12 fl 5x 
Rye Bread (kg) 3 fl 4x 
White bread (kg) 5 fl 2x 
Wine (quart) 5 fl 7 to 25 fl 5x 
Beer (quart) 6 fl 
Coffee (cup) 10 fl  
Sugar (kg) 1 fl 4x to 1 fl 15x 
Violin 27–45x 
Clavichord Up to 100 fl 
Fortepiano (A. Walter) 50–120 fl 
 
 
The chart above gives us some clues as to the living expenses in Vienna, but we must not 
rush to conclusions when comparing these figures to a musician’s earnings. Each musician had a 
differing financial, employment, and personal situation. The lower-paid orchestra musicians 
                                                 
152 Pezzl, 74. Pezzl lists the following caveat for his calculations: “Assuming that you have no family, that 
you are not employed in a public office, that you are not a gambler, and that you do not keep a regular mistress—
these are things which cause complications and require a certain type of wardrobe, and also involve a great deal of 
continuous, unregulatable expenses—you can live fairly comfortably in Vienna for the following annual outlay 
which will enable you to move in respectable middle-class circles.” See Moore, “Mozart,” 27. 
153 Morrow, 116. 
154 Sandgruber, “Die Entwicklung der Preise zu Haydns Lebenszeit (1732–1809),” in Joseph Haydn in 
seiner Zeit: Eisenstadt 20. Mai–26. Oktober, ed. Gerda Mraz, Gottfried Mraz, and Gerald Schlag (Eisenstadt: Amt 
der Burgenländischen Landesregierung, 1982), 575–76. See also Morrow, 115. For the prices for musical 
instruments and lessons, see Wolff, 197–8. 
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likely lived in the cheaper apartments in the suburbs, which rented for about 60 fl, while the 
opera singers earning a few thousand florins could acquire apartments, priced up to 2,000 fl, in 
the inner-city, where they could also mingle with the aristocratic crowd.155 Those musicians in 
the service of a noble family may even have been exempt from some of these costs, such as rent, 
firewood, clothing, and food (recall Haydn’s employment with the Esterhàzy family).156 Despite 
these savings, the figures in Table 4 do not account for raising a family, which could still make 
living frugal. Such amenities were only enjoyed by a fraction of Vienna’s musicians. Speaking 
about the early eighteenth century, David Wyn Jones indicates that the large number of court 
employees and small amount of space in the Hofburg prevented the court from housing the 
musicians in residence. Instead, the musicians lived rent-free in the inner city, with the court 
covering the costs.157 Those who played in the Burgtheater orchestra did not receive room and 
board, and they were required to purchase their own uniforms.158 Overall, Moore assesses the 
financial situation for Viennese musicians to be quite poor.159 Therefore, it seems likely that 
some musicians might have carefully considered their finances before applying for membership 
in the Tonkünstler-Societät.        
The Society’s bylaws outline the financial requirements for its membership and offer 
insight into the goals of the organization, both for its present membership and for the future 
widows and orphans. Upon acceptance, new members were required to make a one-time 
                                                 
155 Morrow, 117–18. Apartment rental numbers come from Wolff, 198. 
156 Moore explains that employers often paid for an employee’s uniform, meals, firewood, etc., and the 
money that was earned was essentially pocket change. Moore, “Beethoven and Musical Economics” (PhD diss., 
University of Illinois at Urbana-Champaign, 1987), 517.  
157 Jones, Music in Vienna, 1700, 1800, 1900 (Woodbridge: Boydell Press, 2016), 14. 
158 John Spitzer and Neal Zaslaw, The Birth of the Orchestra: History of an Institution, 1650–1815 (Oxford: 
Oxford University Press, 2004), 424. 
159 In her study of estate inventories, Moore notes that while some musicians left large estates (largely due 
to investments and being frugal), others barely left a year’s worth of earnings. See Moore, “Beethoven,” 462–68. 
See also Spitzer and Zaslaw, 424–25.  
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payment of 150 fl.160 For some of those who belonged to the Hofkapelle, this fee was waived 
because of the Emperor’s yearly donation to the Society of 1,800 fl.161 If musicians could not 
afford the fee, they could instead offer a down payment of 50 fl and contribute the rest of the 
money—with interest—over the course of two years. On top of the membership fee, members—
including those in the Hofkapelle—were required to contribute 12 fl yearly for dues, which could 
either be paid in one installment or in smaller ones over the course of the year (late payments 
accrued interest). The revised statutes indicate that by 1796, the membership fee had increased 
slightly to 200 fl. Members were still required to pay the 12 fl yearly payment.162 The many fees 
assessed also negatively impacted several members, who were expelled (ausgeschlossen) from 
the organization for exorbitant debts or for not attending the Society’s functions.163 From this, we 
can surmise that membership in the Society was limited by the social status and financial income 
of its members.  
The average life expectancy for eighteenth-century Europeans was about thirty to forty 
years;164 it seems the Society had a similar statistic in mind when assessing memberships and 
                                                 
160 Despite this seemingly costly investment, based on the transactions recorded in the account books, it 
seems that most members paid the full amount due when charged. The members were less dedicated to paying the 
quarterly dues; many members owed hefty fees, especially since these debts included interest. Rita Steblin mentions 
that members were required to pay a 300 fl membership fee, but careful study of the Society’s account books from 
1771–98 shows that each member paid a 150 fl membership fee. Perhaps she was referring to the fees in the 
nineteenth century. See Steblin, 139.  
161 Following the Emperor’s degree, the members of the Hofkapelle who had already paid the 150 fl entry 
fee were refunded. A-Wsa, Haydn-Verein B 5/7, Societäts-Rechnung vom Jahr 1772. Importantly, this 1,800 fl seems 
to have only covered those who joined the Society in its formative years.  
162 There is some discussion about this in the Society’s meeting notes. Apparently, the membership had 
originally thought to raise the membership fee to 300 fl—double what it was originally. Wranitzky admitted that an 
increased price would one day be necessary due to the increasing population and the likelihood of having to ration 
food, meaning that the widows would need more financial support. Ultimately, however, Wranitzky believed that 
300 fl was too much for the membership to pay. See A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: July 22, 1796, 
No. 19. 
163 The members expelled from the Society are indicated in Appendix A. It is not clear why these members 
stopped making membership payments; perhaps they were experiencing financial difficulties or grew uninterested in 
further supporting the Society. 
164 According to Adolf Schmidl, the life expectancy in Vienna during the nineteenth century was 36–40 
years for a man and 41–45 years for a woman. Cited in Alice M. Hanson. Musical Life in Biedermeier Vienna 
(Cambridge: Cambridge University Press, 1985), 10. James C. Riley reminds us that life expectancy varied 
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fees. “Older” members were required to pay 6 fl for each year over the age of forty that they 
were. For example, Florian Gassmann was forty-two years old and thus paid an extra 12 fl while 
fifty-two-year-old Joseph Mayer was assessed 72 fl. In 1772, this charge was raised, requiring 
members to pay 12 fl for each year over thirty. These extra payments seem to follow the logic 
that older members were a liability: more susceptible to illnesses or health issues that could 
impair their ability to perform, and more likely to succumb to old age.  
  The Society assessed additional fees for members who were unable to participate in the 
yearly academies. The fee was especially useful for foreign musicians who were less likely to 
attend the Society’s meetings and academies due to distance and cost (the Society did not 
provide an honorarium to foreign members for travel expenses). Beginning in 1780, foreign 
members could pay a quarterly fee of 1 fl 30x (totaling 6 fl yearly) in lieu of academy 
attendance. Local members who were unable to participate in academies could request 
dispensation and pay a fee, and older members unable to participate in the concerts were 
exempt.165  
The Society’s initial membership payment, yearly dues, and additional fees comprised an 
enormous portion of the institution’s income, especially after regular court donations ceased in 
1781. Charging these fees not only helped the institute’s beneficiaries, but also held the 
membership accountable toward their participation in Society activities.  
 
 
                                                                                                                                                             
throughout the world and was impacted by factors including famine, epidemics and wars. In England, the life 
expectancy averaged 35 years, while in France it was 24–30 years. See Riley, Rising Life Expectancy: A Global 
History (Cambridge: Cambridge University Press, 2001), 32–33. Some of the most detailed records with regard to 
life expectancy are from England and France. These statistics are discussed and compared in Jacques Vallin, 
“Europe’s Demographic Transition, 1740–1940,” in Demography—Analysis and Synthesis: A Treatise in Population, 
vol. 3. ed. Graziella Caselli, Jacques Vallin, and Guillaume Wunsch (New York: Academic Press, 2006), 41–66. 
Jeremy Black discusses the circumstances surrounding birth rates, disease, and mortality in Eighteenth Century 
Europe, 1700–1789 (New York: St Martin’s Press, 1990), 1–12. 
165 See Chapter 2 for a discussion of how the members lackadaisically approached academy attendance. 
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BENEFICIARIES 
 
The mission of the Tonkünstler-Societät was to financially assist its widows, orphans, and 
aging or sick members, and the majority of its earnings went to benefit these individuals. Though 
the Society made plenty of money to support its beneficiaries through membership fees, court 
donations, and its academies, the membership kept a tight grasp on its purse strings. Through the 
years, the Society often reevaluated how much money it would give to its beneficiaries and the 
requirements for receiving such funds. In this section, I provide an overview of those who 
benefitted from the Society’s pension fund, looking particularly at the amount the organization 
contributed and the requirements for receiving this money. 
As with similar pension organizations, like Brotherhoods and London’s Royal Society of 
Musicians, one main goal of the Tonkünstler-Societät was to provide financial assistance to sick 
and aging members. According to Article 16 of the Society’s statutes, if a member was sick and 
unable to practice his craft, he could apply for funds to help care for his family and offset 
medical bills.166 The Society soon realized this solution was not practical, as their savings could 
quickly become depleted, so in 1775 they approved a series of provisions to the article. With 
these new stipulations, a member who was afflicted with a sickness, had a family to care for, and 
had many expenses, was eligible to receive up to 4 fl weekly from the Society’s account.167 
Applications for Krankengeld (sickness money) were discussed at Society meetings and 
approved by the assessors. The earliest records simply state the member’s name and how many 
weeks he wanted to receive this payment, as well as whether the request was approved or denied. 
Later records are more detailed, usually stating the nature of the member’s sickness and often 
including heartfelt pleas describing how much the member’s family needed the extra cash. Not 
                                                 
166 See A-Wsa, Haydn-Verein A1/1, Statuten (1725) 1771–1937. 
167 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: December 22, 1775, No. 19. This entry includes seven 
stipulations for the Society to consider when awarding Krankengeld. 
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all applicants were successful in obtaining Krankengeld, which likely had a little to do with the 
type of ailment and the member’s need; however, the membership did not record why payments 
were denied. For instance, in 1786 Bernhard Klemp claimed that he had been suffering from an 
illness for four years and needed money to help pay for medicine and to support his family as he 
was unable to work, but his request was denied. Perhaps the Society believed he had waited too 
long to report his illness or he could not prove that he had been sick for so long.168 It appears that 
wives could also apply for money on behalf of their husbands who were members. In one 
instance, Anna Riser applied for support when her husband Johann, who was also a violinist at 
the Burgtheater, was being treated for depression (Melancholia) in a Spanish hospital. Her 
request was ultimately approved.169  
While several members took advantage of such benefits, the Society’s assessors grew 
concerned that an increased dispersion of Krankengeld would leave less money for the growing 
number of widows and orphans. Looking at the situation from a financial standpoint, between 
1771 and 1775, the membership gave only 72 fl in Krankengeld (all to Franz Kühtreiber), but 
from 1776 to 1778, the Society gave 430 fl in Krankengeld, including 172 fl in the second 
quarter of 1778 alone. These costs, coupled with the recent deaths of two members (meaning two 
more widows to support), prompted the Society to reevaluate its spending.170 In 1778, Society 
leaders proposed a temporary halt to giving Krankengeld until their bank balance improved.171 It 
                                                 
168 The meeting minutes do not indicate what ailment Klemp claimed to have, which could mean that 
Klemp himself did not know or was not diagnosed. At the same time, many meeting items do not indicate what 
illness a member had, suggesting that the Society secretary chose to leave it out or did not know. A-Wsa, Haydn-
Verein A 2/1, Sitzungsprotokolle: June 20, 1786, No. 20. 
169 The Society approved quarterly payments of around 30 fl to the family. This entry is unique in that it 
also includes a transcription of the doctor’s notice confirming Riser’s condition. The account books indicate that 
Riser was only funded from 1778–1782. A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: November 18, 1778, No. 
31. 
170 In 1778 Society members Joseph Wöger and Florian Kammitius died and the Society was supporting 
eight widows, whose total pension for that year was 1,699 fl 18x. 
171 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: July 23, 1778, No. 24.  
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is not entirely clear why the membership used this rationale, given that the Society generated a 
profit every year and part of its mission was assisting ailing members. That year, the organization 
made a profit of 5,100 fl and while this amount is a little lower than what the group typically 
earned (on average 6,000 fl), it is still a healthy sum. Perhaps with the recent addition of widows 
to the Society’s care, the membership was anticipating its future costs would increase and wanted 
to make savings wherever possible.  
The organization did not pay out any Krankengeld for the last few months of 1778, and 
resumed this service at the beginning of 1779, but at a reduced rate. Until 1778, the organization 
gave Krankengeld at a weekly rate of 4 fl, meaning that during a three-month quarter, a member 
could earn as much as 64 fl and if he were to receive this for an entire year, he would earn more 
than a widow’s pension. When the Society resumed supplying Krankengeld, it did so at a 
drastically reduced rate. As seen in Table 7 below, from 1779 until 1782, the most a member 
could earn each quarter in Krankengeld was 30 fl (or nearly 8 fl a month) and from 1783 until 
1787, this rate was even further reduced to 24 fl a quarter (or 6 fl a month). By reducing the 
amount of money paid out in Krankengeld, the Society was able to care for its members as well 
as the rising number of widows. 
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TABLE 7: Comparison of Allocations for Widows and Orphans and Krankengeld, 1774– 
       1798172 
 
 
The consistency of the beneficiary names listed in the account books and the steady 
amount of money given out yearly suggests that the Society remained interested in assisting 
aging and sickly members on a long-term basis, rather than just for a few weeks as it had done 
before. Since the earliest entries do not specify the malady the member was facing, it is 
impossible to compare them to the later, more detailed ones in order to understand how this 
funding was allocated. On the surface, it appears that the Society became more selective 
regarding who received funding and chose to assist members in deep financial need rather than 
those who simply had a minor ailment. 
 The Society’s primary goal was establishing a pension fund to provide financial support 
to the widows and orphans (often referred to as Pupillen, or “pupils”) of deceased members.176 
                                                 
172 The total number of widows, orphans, and sick members listed in the table above reflects the number 
benefitting at the end of the year. A-Wsa, Haydn-Verein 2.9.1.2 B4, Buchhaltungs- und Kassaangelegenheiten, 
1771–1937, Hauptbuch and A-Wsa, Haydn-Verein B 5/1–28, Jahresrechnungen. 
173 This column indicates the number of widows and orphans who received support. 
174 This column indicates the number of members who received support. 
175 This number reflects the number of members supported in the third quarter, as no members were 
supported in the fourth quarter. The Society assisted six sick members (amounting to thirteen transactions) during 
the second quarter of this year. 
176 The Society’s membership referred to its orphans both as Waisen and Pupillen. In some instances (such 
as in the statutes) the Society may use the term Pupillen to refer to the children of deceased members whose mother 
was still alive, and uses the term Waisen to refer to children whose parents were both deceased, but generally this 
distinction is unclear. When discussing the orphans alone (such as in the meeting minutes), the Society most 
frequently uses the term Pupillen, which is the term I have adopted in my discussion. 
Date Widows and Orphans Allocation Krankengeld Allocation 
No.173  Allocation 
(quarterly) 
Year Total No.174 Allocation  
(quarterly) 
Year 
Total  
1774 3 37 fl 30x 422 fl 30x 1 18 fl 18 fl 
1778 8 62 fl 30x 1699 fl 18x 3175 up to 32 fl 292 fl 
1779 8 62 fl 30x 2000 fl 2 30 fl 155 fl 
1783 18 50 fl 3,382 fl 20x 3d 2 24 fl 192 fl 
1788 24 50 fl 4,828 fl 53x 1d 1 30 fl 116 fl 
1798 36 50 fl 7,024 fl 2x 1d 3 30 fl 306 fl 
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By this token, it is no surprise that the majority of the Society’s finances were spent caring for 
widows and orphans. The amount of money that was allocated to the widows fluctuated early in 
the Society’s history (see Table 8). Keeping in mind that the average musician earned at least 
200–400 fl a year, the Society’s yearly contribution seems low, especially if a widow had 
children to care for. Therefore, it seems possible that some widows may have had supplementary 
income from another source.  
 
TABLE 8: Tonkünstler-Societät Widow Pension Allocations per Widow, 1771–1798177 
 
Date-range Amount (yearly) 
1771–1773 (Q2) 100 fl 
1773 (Q3)–1775 (Q1) 150 fl 
1775 (Q2)–1777 (Q3) 200 fl 
1777 (Q4)–1782 (Q1) 250 fl 
1782 (Q2)–1798 200 fl 
 
 
This sum was evenly divided between four quarters (demarcated on the table above with 
a Q) as a sort of allowance. If a member died in the middle of the quarter, the widow was given a 
sum that reflected the exact number of days her spouse had been dead (rather than the full 
quarterly payment). As seen in the table above, widows initially received a sum of 100 fl yearly, 
but by 1777 they received 250 fl yearly. Perhaps realizing that giving this amount could become 
quite costly, the Society began allocating 200 fl yearly, thus negotiating an amount that would 
not quickly deplete the bank account. Despite this measure, as seen in Table 9 below, the number 
of widows climbed quickly through the organization’s first few decades and the amount allocated 
in pensions clearly reflects this trend.  
 
 
 
                                                 
177 Information compiled from the Society’s account books, accessed at A-Wsa, Haydn-Verein B 5/1–28, 
Jahresrechnungen. 
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TABLE 9: Tonkünstler-Societät Widow Pension Allocations and Total Paid, 1771–1798178 
 
 
 
 
 
 
 
 
The first Society member to die was Matthias Tretter (1736–1771), who passed away just 
six months after joining. The Society supported his wife Justina for nearly twenty-one years, 
until her death in 1793. When a member died, the widow had to provide the Society with proof 
of death. The widow’s name and her number of children were recorded into the Society’s 
meeting minutes. Once a widow was deemed eligible for a pension, the Society had a number of 
rules in place to ensure she and her children were taken care of, and also so that the organization 
was not taken advantage of. In fact, the majority of the Society’s statutes articulate these 
regulations and seemingly cover every possible scenario (and even some unlikely ones) that the 
organization might face when issuing pensions. I have summarized some select regulations 
below:179 
 
Statute 8: If a widow remarried, she forfeited her pension; however, her children could 
still benefit from the Society’s support. Stepchildren were also ineligible to receive a 
                                                 
178 Information compiled from the Society’s account books, accessed at A-Wsa, Haydn-Verein B 5/1–28, 
Jahresrechnungen. 
179 The regulations below (unless otherwise stated) are drawn from the 1771 version of the Society’s 
statutes. See A-Wsa, Haydn-Verein A1/1, Statuten (1725) 1771–1937.  
Date Number of 
Beneficiaries 
Amount Allocated 
(yearly) 
Total Amount Paid in 
Pension (yearly) 
1772 1 100 100 fl 
1774 3 150 422 fl 30x 
1775 3 200 562 fl 30x 
1780 10 250 2,129 fl 10x 2d 
1785 23 200 4,385 fl 33x 2d 
1790 27 200 5,493 fl 20 x 1d 
1795 34 200 6,828 fl 19x 3d 
1798 36 200 7,024 fl 2x 1d 
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pension. If a widow remarried another Society member, she was only entitled to one 
pension—not one for each husband. 
 
Statute 10: Until 1796, children were eligible to receive a pension until they were 
twenty-four or until they got a job or joined a brotherhood (if they were a male) or until 
they married (if they were female). With their 1796 revisions, the Society’s membership 
decided that children were only eligible to receive payments until they were eighteen, 
unless they were married or joined a spiritual order before that time, in which case their 
pension was annulled.180 
 
Statute 13: Widows and children who lived outside of Vienna were to send a designated 
person to pick up their pension money. In other words, the Society’s membership would 
not be responsible for personally delivering pension money to widows; however, 
beneficiaries could not move outside the k. k. Hereditary Lands (the Habsburg 
Monarchy) and still receive a pension. The widows and children had to provide proof that 
they were still living so that the Society could be sure that no one else—such as another 
relative or the person picking up the money—would claim the pension for themselves.  
 
Statute 15: When it came to issuing pension money to a widow, the Society’s regulations 
were particularly strict. Society members were warned against marrying women 
significantly younger than themselves because some younger women tended to prefer 
older men so that they could quickly come into money. This situation must have 
continued to be a problem for the Society as this statute was expanded in 1796. The 
                                                 
180 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: August 10, 1796, No. 31. 
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membership acknowledged that though it was natural that a man would be ten to twelve 
years older than his wife, if a member married a woman significantly younger than 
himself, it could pose a detriment to the organization as the woman could consume an 
exorbitant amount of pension money if she did not remarry upon her husband’s death. 
The Society listed in Statute 22 that if a member over forty died and his wife was 
significantly younger than him, the widow would be ineligible for any pension money 
until the birthday when she became twelve years younger than her husband’s age at his 
death.181 The Society also constructed a scale that indicated at what age women could 
receive pension money; if a member was fifty or older at his death, the widow could 
begin collecting pension money at thirty-five and if the member was sixty, the widow 
could collect at age forty. According to Statute 21, women could not marry Society 
members who were sick or bedridden, as it would create an easy ticket to financial 
support if the member died.182  
 
Statute 16: If a member was widowed but remarried and had children from both 
marriages, upon his death his pension money should be split between his widow and all 
surviving children who were eligible. 
 
Statute 20: The Society’s junior assessors should take responsibility for monitoring the 
education and Christian upbringing of the Pupillen. The Pupillen were to bring the 
members their exams and degrees to prove they were working hard and the students were 
also to bring proof that their portion of the pension was used for education. If the 
                                                 
181 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: August 17, 1796, No. 41. 
182 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: August 10, 1796, No. 39. 
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livelihood of a Pupillen was determined to be unsatisfactory, the widow was 
reprimanded. If circumstances did not change, the widow would be excluded from the 
Society and labeled as dead. The Pupillen would then earn the entire pension and would 
be assigned to a member who would oversee his or her education.  
 
 Overall, the widows were infrequently mentioned in the Society’s meeting minutes. 
Every time a new widow was taken on, there was a short announcement confirming the death of 
the member and naming his survivors. A widow’s name might also appear should she decide to 
remarry, request Krankengeld, or if she died. There are even fewer mentions of the Pupillen in 
the Society’s meeting minutes, largely because fewer orphans were sponsored. According to the 
meeting minutes, the Society sponsored around ten orphans between 1781 and 1798.183 The first 
orphan, Clara Francisca Steiner, was the fifteen-year-old daughter of the court bassoonist 
Michael Steiner, a member of the Society since January 1781. After her father’s death in April, 
she received financial support until 1788, just after she had turned twenty-two and was likely 
matriculated out because she married. While the circumstances of each beneficiary varies, 
generally Pupillen were eligible for fewer years of funding from the Society because they were 
expected to marry or gain employment. In contrast, widows could receive funding for life. 
 In 1781, the Society’s membership drew up the Gerhabschafts Ordnung (Guardian’s 
Order), which provides a list of rules that the new guardians caring for the orphans of deceased 
members has to follow.184 In addition, each Pupille was assigned a member of the Society who 
would serve as a mentor, making sure the student did well in school and that living conditions 
were acceptable. The mentor also spoke on behalf of the Pupille at meetings, communicating any 
                                                 
183 According to the meeting minutes, no orphans were sponsored before 1781. 
184 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 26, 1781, No. 16. 
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needs the young person might have. In the case of Clara Steiner, the Society even arranged for a 
woman to mentor her, most likely in the duties of maintaining a house.185 
 That the Society placed emphasis on its Pupillen having a Christian upbringing and being 
well-educated is not surprising, as Empress Maria Theresa’s education reforms were bearing 
fruit.186 The Empress and her court were interested in establishing a state-controlled education 
system that would prepare students of all ages for their future roles in public service and also 
instill loyalty to the Monarchy.187 In 1771, the court established a pilot school to test this new 
approach to curriculum and methodology. The suppression of the Jesuits two years later ushered 
in more changes to primary education and with the General School Act of 1774, the Monarchy 
had established Europe’s first comprehensive system of primary education.188 Education was not 
limited to men: according to the preamble of Maria Theresa’s ordinance, “The education of youth 
of both sexes is vital to the happiness of a nation.”189 Children from ages six through twelve were 
required to attend year-round school, five days a week. By 1785, each parish or chaplaincy had 
its own school where all students—no matter their gender or financial situation—could attend.190 
It was Joseph II’s belief that “only through Christian teaching that the population could be 
trained to be loyal, well behaved and useful.”191 The ideas of shaping children to be good 
                                                 
185 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: June 27, 1782, No. 18. 
186 My discussion of education in the Habsburg Monarchy and in Central Europe during the eighteenth 
century is by no means comprehensive; instead, I suggest key events in education history that correspond with the 
foundation of the Society. On education reforms, see James Van Horn Melton, Absolutism and the Eighteenth-
Century Origins of Compulsory Schooling in Prussia and Austria (Cambridge: Cambridge University Press, 1988).  
187 Walter W. Davis, Joseph II: An Imperial Reformer for the Austrian Netherlands (The Hague: Springer, 
1974), 49–50. 
188 Davis, 50. 
189 Quoted in Melton, 212. 
190 Beales explains that most students paid a fee to help with the upkeep of the facility and to compensate 
the instructor, but students from poorer families could attend free of charge. Beales, vol. 2, 311. 
191 Ibid., 312. 
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citizens, good Christians, and productive members of society continued to resonate through 
Joseph’s enlightened reforms and into the nineteenth century.192    
+++ 
 
The Tonkünstler-Societät was not the first mutual benefit organization in Vienna, nor was 
it the first of its kind open to musicians and composers. Nonetheless, study of its foundation and 
organization enable to us to better understand and question the role and status of musicians and 
their social welfare in Vienna throughout the latter half of the eighteenth century. The Society’s 
foundation coincided with financial struggles in the court, and the group was established, in part, 
to satisfy the need for a pension system for court musicians. Since the Society’s membership 
included many local musicians without connections to the court, the desire for a social welfare 
organization was obviously felt throughout Vienna. Despite the need to include many musicians 
and therefore cushion its bank account, the Society’s leadership carefully considered membership 
requests and denied applicants who were not full-time musicians or composers, who were 
deemed untalented, or those who primarily wrote popular music. Through this exclusivity, a 
hierarchy of musicians begins to emerge, giving clues as to how musicians viewed each other 
and their craft in late eighteenth-century Vienna.    
 Importantly, it was imperative for the Society to do whatever necessary to build its bank 
account to care for widows, orphans, and sick members. By collecting a membership fee, yearly 
dues, and fines, the organization accrued finances to support its cause. Crucial to its financial 
success and legacy were the bi-yearly concerts hosted by the membership. These massive 
musical spectacles were designed to please and entertain curious crowds during Lent and Advent, 
                                                 
192 My gratitude goes to Adeline Mueller and her paper “The Business of Charity: Music, Child Welfare, 
and Public Relations in Mozart’s Vienna,” which was presented at the 2015 Mozart Society of America conference 
at Tufts University. Her discussion of the founding of Vienna’s first school for the deaf (Taubstumme-Institut) in 
1781 inspired my inquiry into education goals and reforms in the Habsburg Monarchy. 
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when the theater offerings were limited. As we will soon see, these concerts were also appealing 
to musicians who sought to perform with the Society or share their compositions with a large, 
diverse audience. 
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CHAPTER 2: THE ACADEMIES OF THE  
TONKÜNSTLER-SOCIETÄT 
 
 
 After his 1781 arrival in Vienna, the young Wolfgang Amadeus Mozart wrote home about 
the Tonkünstler-Societät.  
You know that there is a society in Vienna which gives concerts for 
the benefit of the widows of musicians, at which every 
professional musician plays gratis. The orchestra is a hundred and 
eighty strong. No virtuoso who has any love for his neighbour, 
refuses to give his services, if the society asks him to do so. 
Besides, in this way he can win the favour both of the Emperor and 
of the public.1 
 
It was only a matter of weeks before Mozart, himself, joined forces with the Society to 
perform one of his piano concertos. Mozart’s comments shed light on what made the Society’s 
concerts appealing, both to concert-goers and composers. Audiences could enjoy entertainment 
during the religious season when operas were prohibited, and they could enjoy an ensemble that 
showcased more than 150 of Vienna’s best musicians. Similarly, composers could entertain an 
audience of Vienna’s elite and—if they were lucky—gain the notice of the Emperor.   
The Tonkünstler-Societät is perhaps best remembered for the repertoire it commissioned 
and performed during its bi-yearly academies. These academies were regularly held twice a year 
(during Lent and Advent), and the Society is considered to be one of Vienna’s earliest public 
concert-sponsoring institutions.2 The Society considered the academies to be a cornerstone 
(Grundpfeiller) of its financial system, without which the members felt they could not adequately 
care for the widows, orphans, and aging membership.3 All members were required to participate 
                                                 
1 This letter was written around the time of the performances of Johann Adolf Hasse’s Alcide al bivio. 
Mozart to Leopold, March 24, 1781, in The Letters of Mozart and His Family, 3rd ed., trans. Emily Anderson 
(London: MacMillan Press, 1985), 718. 
2 Eduard Hanslick, Geschichte des Concertwesens in Wien (Vienna: Wilhelm Braumüller, 1869), 6. 
3 A-Wsa, Haydn-Verein B 1/1 Aufnahms Protokoll, August 20, 1779. 
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in the academies and those who did not participate were fined. That a musicians’ benevolent 
society would turn to music for an additional source of income seems purely practical; with the 
best musicians in Vienna as members, the Society could hope to attract crowds of diligent 
theater-goers, paying allegiance to their favorite performers and composers. Indeed, Haydn’s 
works typically attracted the largest crowds, while Mozart and Ludwig van Beethoven each 
performed under the Society’s auspices early in their Viennese careers. Moreover, the Society’s 
productions were truly spectacles featuring a large ensemble of around 150 musicians, often 
performing newly-composed works. Surely the ensemble itself would entice curious crowds. 
Studying the Society’s academies reveals valuable information about the Viennese public 
concert scene, with special emphasis on the oratorio. In this chapter, I begin by discussing the 
public concert scenes in London and Paris (putting emphasis on oratorio performances), before 
moving to a broad analysis of concert life in Vienna. With this approach, I hope to compare and 
contrast concert life in these three preeminent musical capitals by pointing out similarities and 
differences and setting the scene for the emergence of the Tonkünstler-Societät academies in 
Vienna. In the remainder of the chapter, I carefully examine aspects of academy organization, in 
particular repertoire, venue, and profits. Though some details will remain unclear, by using 
primary sources housed at the Stadt- und Landesarchiv, I am able to probe questions such as how 
repertoire was selected, which concerts were the most successful and why, and which members 
of Viennese society were likely attending concerts. Thus, my discussion will shed light on the 
Society’s audience and academies, which relates to aspects of eighteenth-century concert 
production more generally. 
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PUBLIC CONCERTS IN LONDON AND PARIS 
 
London, Paris, and Vienna were the primary centers for concert life in eighteenth-century 
Europe, and oratorios features prominently in their performance cultures. Eighteenth-century 
London was home to a rich yet complex musical climate and its position at the forefront of 
public concert history was largely due to its political and economic situation.4 Unlike in Paris 
and Vienna, the court did not closely regulate all facets of entertainment, so musicians were able 
to explore performance spaces outside of the court, commercially. Musicians maintained little 
dependence on aristocratic, court, or church employment, and instead enjoyed a more or less 
freelance status. In their concert ventures, the musicians themselves assumed all of the 
organizational and financial responsibilities of concert-planning, taking in whatever money was 
made at the event. The city’s prosperous and large population made organizing concerts a 
financially viable endeavor; however, this entertainment was only affordable to and enjoyed by 
members of the bourgeois, court, and aristocracy. The fact that London concert life was not 
dominated by operas as exclusively as in Vienna meant less competition for securing dates and 
venues, and opened the door for a greater number of concerts.  
The beginnings of public concerts in London dates to the second half of the seventeenth 
century, when musicians charged admission to performances in taverns and coffee houses. The 
violinist John Banister is credited with organizing the first public concert (in both London and 
Europe) at Whitefriars music school in 1672. Over the next few decades, public concerts and 
                                                 
4 Simon McVeigh gives an excellent overview of concert life in eighteenth-century London in his Concert 
Life in London from Mozart to Haydn (Cambridge: Cambridge University Press, 1993). See also William Weber, 
“London: A City of Unrivalled Riches,” in The Classical Era: From the 1740s to the End of the 18th Century, ed. 
Neal Zaslaw (Englewood Cliffs, NJ: Prentice Hall, 1989), 293–326; Nicholas Temperley, et al., “London (i),” Grove 
Music Online, Oxford Music Online, Oxford University Press, accessed March 23, 2016. The edited collection 
Concert Life in Eighteenth-Century Britain, ed. Susan Wollenberg and Simon McVeigh (Aldershot: Ashgate, 2004), 
contains articles about music-making both in London and the surrounding areas, as well as various performance 
issues and contexts. Similarly, the edited collection by David Wyn Jones, Music in Eighteenth-Century Britain 
(Aldershot: Ashgate, 2000) includes articles on concert repertoire, institutions, and networks. 
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concert organizing groups arose in London, becoming an important part of the city’s musical life. 
By the early eighteenth century, London was home to a variety of public concerts and musical 
societies, enhancing the musical entertainment available to a paying and receptive (though 
socially limited) public. Held primarily in London’s posh West End, tickets to the concerts were 
expensive and sold on a subscription basis. By selling subscriptions in advance, concert 
organizers could ensure that there was an audience and enough capital up front to proceed with 
the venture. Generating a profit from a subscription concert was difficult considering the number 
of costs associated with organizing the event and, as a result, concert-organizers often made 
losses. As Simon McVeigh points out, musicians were generally content if they broke even or 
accrued a small loss, especially if it generated pupils or a fan following.5  
In eighteenth-century London three types of public concerts flourished: subscription, 
benefit, and oratorio. One of the earliest and most successful subscription concert series began in 
1765 and was organized by J. C. Bach and Carl Friedrich Abel for the London’s queen of society, 
Teresa Cornelys. For the first few years, the Bach-Abel concerts were held each Wednesday at 
Cornelys’s home in Soho Square, which she had transformed into the “centre of London’s 
fashionable life.”6 The concerts eventually moved to a new location in Hanover Square (the site 
was actually a converted grain mill), aptly referred to as the Hanover Square Rooms. Bach and 
Abel hosted concerts here until Bach’s death in 1782; thereafter the rooms were occupied by a 
number of entrepreneurs, including Johann Peter Salomon for his 1791–92 and 1793–94 concerts 
that featured Haydn.7  
                                                 
5 For a discussion of the financial side of concert management in McVeigh, 167–81. 
6 Ibid., 14. 
7 On Haydn’s visit to London, see Richard Chesser and David Wyn Jones, eds., The Land of Opportunity: 
Joseph Haydn and Britain (London: The British Library, 2013); H. C. Robbins Landon, Haydn: Chronicle and 
Works, vol. 3, Haydn in England, 1791–1795 (Bloomington: Indiana University Press, 1975–80). 
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Public oratorio performances began in 1732 with the premiere of George Frideric 
Handel’s Esther (his first in the genre) at the Crown and Anchor Tavern. Regular performances 
of Handel’s oratorios were held at Covent Garden beginning in Lent 1747 and amounted to about 
a dozen works each season. By the 1770s, London was home to at least three rival oratorio 
series, a few of which had performances scheduled for the same nights. Audiences at oratorio 
concerts were mainly comprised of the middle classes, which is reflected in the lower ticket 
prices as compared to subscription concerts. Though in general the genre decreased in popularity 
in the 1780s, the Handel Commemorations of 1784, 1785–87, and 1790–91 brought the oratorio 
to new light and took London’s concert life to new heights. Embedded in these concerts were 
traces of political and social messages.8 Simon McVeigh explains that the concerts “represented a 
conscious campaign against secularity and frivolous pleasure-seeking in favour of an artistic and 
moral high ground.”9 Concert organizers believed that through programming Handel, they were 
preserving English national taste and continuing the values bound in traditional music.10 Each 
concert season ended with four mid-day festivals that included Israel in Egypt, Messiah, and 
other oratorio selections. Hosted at Westminster Abbey, the 1784 concerts boasted 525 
professional and amateur performers and by 1791, the number had soared to 1,067 performers.11 
The proceeds received from these concerts were divided between a number of charities, with the 
largest portion going to the (Royal) Society of Musicians. This brings to light an association 
between the oratorio and social welfare, a connection which was also felt in Vienna and 
especially through the Tonkünstler-Societät.  
                                                 
8 I discuss the role of allegory in the Tonkünstler-Societät oratorios in Chapters 3 and 4. See also Ruth 
Smith, Handel’s Oratorios and Eighteenth-Century Thought (Cambridge: Cambridge University Press, 1995) and 
Deborah W. Rooke, Handel’s Israelite Oratorio Libretti: Sacred Drama and Biblical Exegesis (Oxford: Oxford 
University Press, 2012).  
9 McVeigh, 22. 
10 Ibid. 
11 Ibid., 24. 
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One should also not underestimate the social and musical impact of London’s many 
musical societies, including the Academy of Ancient Music.12 These groups were essentially 
gentlemen’s clubs open to the wealthier bourgeois and comprised of amateur musicians. In 
addition to their regular activities, these groups often organized benefit concerts, the proceeds 
from which went to the institution itself. Tickets were typically priced high and members were 
expected to solicit tickets at their patrons’ private residences. Notably, London’s Society of 
Musicians hosted concerts annually from 1739–1784 to benefit its pension fund; as described 
above, in 1785 the organization discontinued its regular concerts and began taking part in the 
Handel Commemorations. The choice to program oratorios at such events is striking, showing 
that the wholesome, moral genre was being used for charitable benefits as opposed to personal 
benefits. Beyond the Society of Musicians, benefit concerts were also organized to aid individual 
musicians, such as virtuosos and prodigies, or to assist victims of disasters (hurricanes, floods, 
etc.) or those pining for sympathy (those imprisoned for debt, aristocrats with money trouble, 
etc.). At the end of the season, musicians hosted benefits for their individual profit, and London’s 
leading performers often had such terms detailed in their contracts. Impresarios or theater owners 
might cover the expenses, leaving the musician with “clear benefit” and, in some cases, the 
musician might earn more from a benefit concert than from their yearly salary.13 Such concerts 
were regarded as a sort of reward to the best musicians for their service through subscription 
concerts, private concerts, and teaching.14   
                                                 
12 See Brian Robins, Catch and Glee Culture in Eighteenth-Century England (Woodbridge: Boydell Press, 
2006). 
13 Simon McVeigh, “The Benefit Concert in Nineteenth-Century London: From ‘Tax on the Nobility’ to 
‘Monstrous Nuisance,’” in Nineteenth-Century British Music Studies, vol. 1, ed. Bennett Zon (Aldershot: Ashgate, 
1999), 244. 
14 Ibid., 245. 
  
109 
 
Unlike in London, musical activities in Paris were closely regulated by the monarchy. 
While London was home to many different public concert opportunities in the early eighteenth 
century, Paris only had one. The Concert Spirituel was founded in 1725 by André Danican 
Philidor, an oboist in the Musique du Roi, with the goal of providing “spiritual,” uplifting 
entertainment to a paying public when the Académie Royale de Musique (the Opéra) was closed 
during religious holidays.15 After paying 1,000 livres a year, Philidor was granted a royal 
privilege to organize concerts on days during the religious calendar, usually amounting to twenty 
or thirty concerts yearly. Philidor only briefly fronted the concerts due to monetary issues; they 
were taken over by the Opéra in 1734 and quickly became a profitable enterprise. The concert 
series was disbanded in 1790 during the French Revolution. 
From the beginning, the Concert Spirituel benefitted much from its relationship with the 
Opéra in terms of its concert location, performing forces, and audience. The concerts were first 
held at the Tuileries Palace in the Salle des Cent Suisses, but were later moved to the Salle des 
Machines, the same stage as the Opéra. The Tuileries palace was considered the center of 
theatrical entertainment and also functioned as the royal residence.16 The forty-piece orchestra 
for the Concert Spirituel was drawn from the Opéra, as were the soloists, while members of the 
chorus (typically totaling just over fifty singers) were hired from the Chapelle Royale and from 
local churches. Concert Spirituel performances were an important forum for virtuoso musicians 
and composers wishing to share their talents with a receptive public and, as Jean Mongrédien 
                                                 
15 On the Concert Spirituel, see Debra Nagy, “Music from the Regency to the Revolution, 1715–1789,” in 
The Cambridge Companion to French Music, ed. Simon Trezise (Cambridge: Cambridge University Press, 2015), 
88–110; Jean Mongrédien, “Paris: The End of the Ancien Régime,” in The Classical Era: From the 1740s to the End 
of the 18th Century, ed. Neal Zaslaw (Englewood Cliffs, NJ: Prentice Hall, 1989), 61–98; James H. Johnson, 
Listening in Paris: A Cultural History (Berkeley: University of California Press, 1995); Daniel Heartz, “The Concert 
Spirituel in the Tuileries Palace,” Early Music 21, no. 2 (1993): 240–48; Heartz, Music in European Capitals: The 
Galant Style (New York: W. W. Norton, 2003), 611–17; and Gordon A. Anderson, et. al., “Paris,” Grove Music 
Online, Oxford Music Online, Oxford University Press, accessed March 23, 2016.  
16 Heartz, “Concert Spirituel,” 141. 
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describes, “the supreme aim of a composer was to be played there, and that of an artist to 
perform there.”17 Young French provincial composers were often able to secure performances of 
their works, as were composers and performers from abroad, thus making these concerts a 
cosmopolitan venture.   
Early on, the Concert Spirituel began and ended with grands motets, multi-movement 
works sung in Latin that feature a choir (or double choir), soloists, and orchestra that were 
written by Michel-Richard de Lalande. In between were performances of a variety of solos, 
chamber works, and concerti. Concert organizers were not permitted to schedule works in the 
French language; however, in 1728, they began bending the rules and programming secular, 
staged music in French. Eventually, symphonies (especially those of Joseph Haydn) took the 
place of the grand motets, and by mid-century, French oratorios by composers such as Giuseppe 
Maria Cambini, François Giroust, Philidor, Antonio Sacchini, and Antonio Salieri, were added to 
the program.18  
The audiences attending the Concert Spirituel were the same social elite that appeared at 
the Opéra. In fact, admission for the least expensive seats was more than the cost to sit in the 
parterre at the Opéra.19 Though the goal of the performance was to provide audiences with an 
edifying experience, a number of primary accounts suggest the actuality was otherwise. A 
reporter for the Annonces, affiches et avis divers (1764) wrote that the concerts were “to help an 
infinite number of persons carry the weight of the idleness and fill the void caused by the 
                                                 
17 Mongrédien, 68. 
18 Beverly Wilcox focuses on the repertoire performed at the Concert Spirituel and the establishment of 
canon in Wilcox, “The Music Libraries of the Concert Spirituel: Canons, Repertoires, and Bricolage in Eighteenth-
Century Paris” (PhD diss., University of California-Davis, 2013). On the French oratorio, see Smither, A History of 
the Oratorio, vol. 3: The Oratorio in the Classical Era (Chapel Hill: University of North Carolina Press, 1977–
2000), 539–601. 
19 Johnson, 71. 
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absence of other spectacles.”20 James Johnson writes that the wealthy did not expect to feel any 
spiritual sentiments, and attended out of obligation, citing the Prince de Montbarey, who spent 
the day gambling before attending the Concert Spirituel “since it was Good Friday.”21  
 The success of these concerts led to the foundation of new societies that hosted 
subscription series. One of the best-known was the Concert des Amateurs (1770–1781), which 
was an ensemble comprised exclusively of amateur musicians but was considered one of the best 
orchestras for the performance of symphonies.22 Founded shortly after was the Concert de la 
Loge Olympique, which was linked with a local Freemasonic lodge; such events also, included 
music-making among members. These concerts were organized and directed by the Chevalier de 
Saint-Georges and, much like the Concert Spirituel, performances were held at the Tuileries 
Palace. This concert society commissioned and premiered Haydn’s “Paris” Symphonies (No. 82–
87) in 1785 and 1786. 
 Equally thriving was Paris’s private concert scene in which aristocratic households held 
salons to entertain invited guests.23 Musical salons could be divided into three types based on the 
role music played at the event.24 At conversational salons, music was present but not in the 
forefront, while in musical salons, listening to music (whether it be a large ensemble or a 
chamber group) was the main activity.25 Musicians—both amateurs and professionals—also 
hosted their own concerts. The size of salons ranged from small teas to formal banquets and, 
                                                 
20 Johnson, 72. 
21 Ibid. 
22 Mongrédien, 69. 
23 Using memoirs as a guide, Richard J. Viano provides an overview of the salon atmosphere. See Viano, 
“By Invitation Only: Private Concerts in France During the Second Half of the Eighteenth Century,” Recherches sur 
la musique francaise classique (1991/92): 131–62. 
24 Viano, 135–41 
25 For conversation salons, see Barbara Hanning, “Conversation and Musical Style in the Late Eighteenth-
Century Parisian Salon,” Eighteenth-Century Studies 22, no. 4 (1989): 512–28 and Hanning, “The Iconography of a 
Salon Concert: A Reappraisal,” in French Musical Thought: 1600–1800, ed. Georgia Cowart (Ann Arbor: UMI 
Research Press, 1989), 129–48. 
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especially for conversational salons, the event depended on the social status and finances of the 
host, who also planned the program and engaged the performers. For musicians hoping to begin 
a career in Paris, establishing themselves in the salon scene was essential as it potentially meant 
future performing opportunities and students. Salon activities briefly stopped from 1790 until 
1793 because of the Revolution. 
 In all three capitals, the oratorio concerts were a well-established tradition, though the 
popularity and reception of the genre varied. London was home to multiple oratorio series where 
thousands flocked to hear Handel’s works during the Handel Commemorations. Though the 
genre was performed during the popular Concert Spirituel concerts in France, the oratorio seems 
to have earned less popularity with the public there. The Viennese, too, cultivated the genre, at 
first as court entertainment and later as a public venture, similar to (but not as grandiose as) the 
Handel Commemorations. As we will see below, elements of concert life in Vienna paralleled 
developments in London and Paris, but there are also strong differences.  
 
CONCERT LIFE IN VIENNA 
 Unlike London and Paris, Vienna took longer to develop its public concert tradition, with 
some of the first concerts emerging in the mid-eighteenth century.26 This was, in part, due to the 
myriad of other entertainments open to the public, including operas, ballets, melodramas, and 
plays, which were all offered on the stages of Vienna’s two main theaters: the Kärntnertortheater 
and the Burgtheater. A look through reprinted theater calendars from the mid-eighteenth century 
                                                 
26 On concert life in eighteenth-century Vienna, see Mary Sue Morrow, Concert Life in Haydn’s Vienna: 
Aspects of a Developing Musical and Social Institution (Stuyvesant, NY: Pendragon Press, 1989) and Dexter Edge, 
“Review Article for Mary Sue Morrow’s Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and 
Social Institution,” Haydn Yearbook 17 (1992): 108–66; Otto Biba, “Grundzüge des Konzertwesens in Wien zu 
Mozarts Zeit,” Mozart-Jahrbuch 1978/79: 132–43. Also helpful is Alice M. Hanson’s book, though it focuses on the 
nineteenth century. Hanson, Musical Life in Biedermeier Vienna (Cambridge: Cambridge University Press, 1985).  
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reveals that the most popular of these entertainments were operas and plays, which were offered 
roughly in alternation nightly throughout the year.27 Unlike London, Vienna did not have any 
purpose-built concert halls; thus, concert organizers had to work around the opera schedule or 
find another venue to host the event, such as a private residence or outdoor venue. Even if the 
musician secured an alternate venue, he or she would still have to carefully plan a date and time 
so as not to compete with opera crowds. According to Mary Sue Morrow, most music-making 
before the 1770s was held in the home and falls into six different categories: spontaneous social 
performances; formal after-dinner music for parties; music for special occasions; participatory 
chamber music; musical salons; and gala occasions.28 The latter category includes the concerts 
hosted by the nobleman Gottfried van Swieten for his Gesellschaft der Associierten Cavaliere, 
whose private gatherings often included oratorio performances.  
 During the late eighteenth century, the Kärntnertortheater and the Burgtheater were 
controlled by impresarios who were tasked with planning, organizing, and carrying out 
productions with the hope of earning a substantial profit for themselves. Unfortunately, such a 
task was immensely difficult and many concert organizers were driven to bankruptcy. In 1776, 
Joseph II took control of the theaters, overseeing productions with the assistance of Count Franz 
Xaver Rosenberg-Orsini.29 The Emperor loved drama and music, and is said to have organized 
the theater schedule while dressing each morning, attended rehearsals, and rarely missed an 
                                                 
27 On the Burgtheater, see Otto Michtner, Das alte Burgtheater als Opernbühne: von der Einführung des 
Deutschen Singspiels (1778) bis zum Tod Kaiser Leopolds II (1792) (Vienna: Hermann Böhlaus, 1970); Gustav 
Zechmeister, Die Wiener Theater nächst der Burg und nächst dem Kärntnerthor von 1747 bis 1776 (Vienna: 
Hermann Böhlaus, 1971); Dorothea Link, The National Court Theatre in Mozart’s Vienna: Sources and Documents, 
1783–1792 (Oxford: Clarendon Press, 1998); and Franz Hadamowsky, Die Josefinische Theaterreform und das 
Spieljahr 1776/77 des Burgtheaters (Vienna: Verband der Wissenschaftlichen Gesellschaften Österreichs, 1978). For 
an overview of Vienna’s theaters, including photos and floorplans, see Verena Keil-Budischowsky, Die Theater 
Wiens (Vienna: P. Zsolnay Verlag, 1983). 
28 Morrow, 1–33. 
29 Hadamowsky’s Die Josefinische Theaterreform provides a detailed account of these two years, in which 
the theater transitioned from impresario control back to the court. 
  
114 
 
opening night performance.30 It was not until early in the reign of Franz II that the theaters were 
again overseen by impresarios.   
The Kärntnertortheater was known variously as the public theater and the German theater 
for its strong connection to the German spoken theater tradition. As seen in Map 1, the theater 
was situated by the city wall (where the Sacher Hotel now stands); the original theater burned 
down in 1761 but a near exact replicate was built shortly after. The Kärntnertortheater was the 
larger of the two theaters, seating between 1,700 and 1,800 people. The Burgtheater was 
constructed in 1741 and saw many renovations through the years, including an expansion in 
1748.31 It was known both as the French theater for its staging of French ballets and operas, and 
as the court theater for its close proximity to the Hofburg and its connection to the Imperial 
family. When Joseph II took control of the theaters in 1776, he renamed the theater the 
Nationalhoftheater.32 The hall was somewhat smaller than the Kärntnertortheater, holding 
between 1,300 and 1,350. This inadequacy did not go unnoticed by the public. One visitor 
commented: “Here I must also mention the Burgtheater, which doesn’t look like anything from 
the outside, but on the inside is decorated almost too elegantly and with almost too much gilt—
and is not large enough for Vienna.”33  
Public concerts before the 1770s were most often given during Lent and Advent when the 
theaters were closed for opera. One of Vienna’s first public concerts was organized on March 6, 
1745, though little is known about the repertoire performed and the musicians engaged. In 1747, 
Lenten concerts had expanded to three performances weekly. In 1752, the theater calendar was 
                                                 
30 On Joseph II and the theater, see Derek Beales, Joseph II, vol. 2: Against the World, 1780–1790 
(Cambridge: Cambridge University Press, 2009), 455–76. 
31 See Daniel Heartz, Haydn, Mozart and the Viennese School (New York: W. W. Norton & Co, 1995), 33–
41. 
32 Though from 1776 the theater was called the Nationalhoftheater, I have chosen to refer to it throughout 
this dissertation as the Burgtheater, because this name is more familiar to readers. 
33 Morrow, 75. 
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further limited after Maria Theresa issued her so-called Norma edict, which detailed that, in 
addition to Lent and Advent, the theaters would be closed on other church holidays (including 
Corpus Christi and Pentecost), the birth and death dates of Imperial family members, and 
Fridays.34 These concerts were typically organized by the theater management (namely the 
impresario), unlike in Paris, where such entertainment was organized by individuals not tightly 
linked to the theater. Viennese impresarios jumped at the opportunity to generate income for 
themselves when the theater seats were left vacant. The frequency of the concerts and their 
programming depended on the impresario, though oratorios were popular choices.  
In her study, Morrow designates the year 1776 (the year Joseph II took control of the 
theaters) as a sort of turning point in public concert history; however, this does not account for 
the earlier emergence and regularity of Tonkünstler-Societät academies which began in 1772 and 
brought public concerts to a new light. 35 After the 1770s, public concerts increased in frequency 
and, as in London, included a variety of types: virtuoso concerts, entrepreneur subscription 
series, and charity fundraisers.36 Virtuoso benefits (like those Mozart famously held in Vienna 
during the 1780s) were organized by both foreign and resident instrumentalists, singers, and 
composers. These performers made all arrangements (including determining the location, 
enlisting other performers, and selling the tickets) and took in all of the proceeds. During Lent 
and Advent, the performer could request permission for the concert to be held in one of Vienna’s 
theaters—the Kärntnertortheater or the Burgtheater. Virtuosos often organized subscription 
concerts; however, outside of Lent and Advent they had to find alternate locations as these events 
                                                 
34 Morrow, 39. 
35 Ibid., 49 
36 Morrow offers a detailed study of these concert types in Morrow, 49–64. She also includes mention of a 
fourth type of public concert, the friends of music concerts; however, this form was rare and did not fully develop 
until the foundation of the Gesellschaft der Musikfreunde in 1807–8. 
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could not be held in theater due to the tightly-packed opera schedule. Some options included the 
homes of wealthy music-lovers or one of Vienna’s gardens.  
Another type of public concert series that arose in the 1780s was the entrepreneur 
subscription series in which dilettantes of both sexes gathered to play music. One of the earliest 
concert organizers was Philipp Jacques Martin, who began holding such concerts in 1781 at the 
Mehlgrube, a hotel and dance hall located in the Neuer Markt. Martin’s ensemble was almost 
entirely comprised of amateur musicians and the repertoire included a variety of works such as 
symphonies, arias, and concerti. In 1782, Martin enlisted the help of Mozart, who participated in 
the May 26 concert, performing his E-flat concerto for two pianos with his student, Josepha 
Barbara von Auernhammer. In so doing, Mozart showed his support for Martin’s ensemble and 
for public amateur music-making and his participation likely attracted several curious audience 
members. These concerts were inexpensive—Mozart wrote that one could buy a subscription to 
all twelve concerts for a mere 2 ducats—and Martin strategically chose performance locations so 
as to align with the schedule of wealthy patrons (mornings at the Augarten, where the most 
fashionable citizens ate breakfast, and noon at the Prater, where the cool shady trees combated 
the noonday heat).37 
Charity fundraisers, such as the academies organized by the Tonkünstler-Societät or the 
Wiener Freiwilligen Korps (discussed further in Chapter 5), earned money for charitable causes 
and to support social welfare. These concerts were held in the theaters during Lent and Advent 
and the musicians who participated all donated their services. Beginning in 1772, the 
Tonkünstler-Societät hosted at least four yearly academies—two at Lent and two at Advent. 
In sum, London, Paris, and Vienna were all capital cities rich with musical activities. In 
London the commercial public concert scene flourished with the sheer variety of musical options 
                                                 
37 Morrow, 55–56. 
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and venues available to hold such entertainments. This contrasts with the organization of 
concerts in Paris and Vienna, which was largely contingent on the more popular opera schedule 
as the enterprises were vying for the same halls. To some extent in Paris and Vienna, the 
government played a role in theater ventures, whether through its control over the programming 
and/or concert calendar or its supervision of the theaters. In all three cities, audiences were 
mostly comprised of members of the wealthier classes who could afford the expensive ticket 
prices. Importantly for this study, all three cities hosted large-scale Lenten concerts, often 
featuring oratorios, to fulfill the public’s need for edifying music when the preferred operatic 
entertainment was not available.  
 
THE ORGANIZATION AND REPERTOIRE OF THE TONKÜNSTLER-SOCIETÄT ACADEMIES 
The Tonkünstler-Societät’s legacy lies in its role as a concert-sponsoring institution and in 
its cultivation of the oratorio. The Society’s academies were marvelous spectacles that included 
large-scale, newly-composed works that required more than a hundred of Vienna’s best 
musicians. While the Society left numerous helpful documents concerning its formation and 
finances, there is little extant that sheds light on the Society’s decision to begin hosting 
academies. In his biography of Florian Gassmann, Baron Peter von Braun mentions that Joseph 
II himself suggested the Society host concerts as a fundraiser.38 I was unable to support this 
claim with the documents found in the Society’s archive. The earliest bylaws make no mention 
of the academies, suggesting that the idea came later or that the concept and details were not 
finalized until after the bylaws were constructed. The first documented mention of the 
Tonkünstler-Societät academies appears in the meeting minutes from April 17, 1771, when 
                                                 
38 Peter von Braun, “Biographische Skizze über Florian Leopold Gassmann,” Wiener Theater Almanach für 
das Jahr 1795, 46. 
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Senior Assessor Joseph Starzer notes that the Society sent a memo to theater impresario, Grafen 
Johann Nepomuk Koháry, requesting permission to hold two yearly academies at Lent and 
Advent.39 It seems the Society had hoped to host its first academy that winter, but did not hear 
back from Koháry until November 20, leaving the members little time to successfully plan and 
carry out a production.40 The Society’s first academy featured Florian Gassmann’s oratorio La 
Betulia liberata and occasioned three performances: March 29 and April 1 and 5, 1772.   
The Tonkünstler-Societät scheduled its concerts for Lent and Advent, times when dramatic 
entertainment was particularly sparse due to the religious significance of each season. Oratorios 
were fitting for the Society’s purposes as they were musically similar to operas, but they 
contained an edifying message that would highlight the sentiments of the religious season. In this 
way, the Society could entice audiences craving theatrical musical entertainment. During Lent 
(Fasten), the performing season lasted thirty-nine days, beginning the Thursday following Ash 
Wednesday through Palm Sunday. Two nights in this span were reserved for the Tonkünstler-
Societät, though the exact dates varied each year. The other nights during the Lenten season were 
peppered with plays and occasionally benefit academies for musicians.41 At Advent, the theaters 
were closed from December 22 through 25, except for the two Tonkünstler-Societät academies, 
that were always held on December 22 and 23 (beginning in the 1780s). Hosting academies near 
the beginning and end of the calendar year (and during the holiday season) also meant that more 
Viennese citizens were likely to be in town, as opposed to the spring and summer when the 
wealthier citizens were traveling and the theater musicians were off.42 Virtually all proceeds 
earned from the academies, through the sale of tickets and librettos, as well as donations, went to 
                                                 
39 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 17, 1771, No. 14.  
40 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: November 26, 1771, No. 22. 
41 Link, 16–17. 
42 See Link, 14–15. 
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the Society and were primarily used support the organization’s beneficiaries.43 In one instance, 
the Society made an exception to its normal schedule. In 1788, the Society decided to perform a 
Requiem for Christoph Willibald Gluck (who died in November 1787), which was planned at the 
suggestion of Joseph II. 44 The Society’s tribute was held on April 2, 1788 in the Pharrkirche am 
Hof and included Niccolò Jommelli’s Requiem and Gluck’s De Profundis.45 All of the costs were 
covered by the organization and according to the account book from 1788, the Society spent just 
over 42 fl on the event—including a little more than 26 fl for a sacristan.46 
The Tonkünstler-Societät held academies at the Kärntnertortheater from 1772 until early 
1780, when it relocated to the Burgtheater. According to the Society’s meeting minutes, the 
members complained that the Kärntnertortheater had a terrible stench and was extremely cold—
qualities they argued would surely discourage audiences.47 While the new venue might have 
smelled less foul, the Society’s move to the smaller Burgtheater also posed problems, especially 
with regard to seating capacity. Pohl supposes the Society’s membership regretted changing the 
venue of its concerts because the hall was not conducive to the massive performance 
requirements and expected attendance.48 
                                                 
43 On one occasion in 1798, the theater impresario Baron Peter von Braun suggested that the Society hold 
three academies that Advent, with the proceeds from the last night going to support the “theater poor” (Theater-
armen)—a group that also occasionally hosted benefit concerts. The Society ultimately rejected this idea, likely 
because it would rather build its own fund. A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: September 17, 1798, 
No. 32. 
44 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: April 2, 1788, No. 9. Interestingly, Giuseppe Bonno, 
who served as the Society’s vice president for 14 years, died shortly after the tribute to Gluck. While the Society’s 
assessors considered holding another requiem, this did not come into fruition. A-Wsa, Haydn-Verein A 2/1, 
Sitzungsprotokolle: April 30, 1788, No. 12.  
45 The concert received coverage in the Weiner Zeitung. See Wiener Zeitung, April 9, 1778, 855. 
46 In addition to the sacristan, the Society paid the copyist (8 fl), a wagon (4 fl 16x), the announcer (2 fl), 
and to Count Paffÿ (1 fl 45x) for receipt of a seal (Stempel zur quittungs für Sr. Exe: graf Paffÿ). A-Wsa, Haydn-
Verein B 5/18, Societäts-Rechnung vom Jahr 1788, 1tes Quartal, von 1st February bis ult April 1788, Extra Ausgaben. 
47 “Nachdeme sich bey dem Kärntnerthor Theatro so verschiedene unausweichliche Unbequemlichkeiten, 
Rauch, Kälte, übler Geruch für des publicum äusseren...” A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 
12, 1783, No. 9. 
48 Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät 
(Vienna: 1871), 32. 
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Another set of Viennese musical venues important to the Tonkünstler-Societät was the 
Redoutensaal, comprising two halls—the grosser, which held 1,500 and the kleiner, which held 
400—on the Hofburg complex.49 Used primarily for carnival balls, dances, and concerts, these 
square-shaped halls witnessed premieres of works by the likes of Haydn, Mozart, and Beethoven. 
The Society often rehearsed and held its meetings here; in the 1790s, the organization applied to 
perform at the venue, but the application was rejected.50 With its proximity to the court and its 
central location, this seems like it would have been an ideal meeting place for the Society’s 
members, but the lack of enough seating would have made it less than ideal for performances.  
An important element in the legacy of the Tonkünstler-Societät is its contributions to the 
oratorio repertoire by commissioning newly-composed works by some of Vienna’s leading 
composers who donated their services gratis. Organizing the repertoire and performers took 
much planning and it was up to the academy inspector to make sure that the preparations ran 
smoothly. A month or so before each academy, the assessors discussed the program at length in 
their meeting and recorded details such as the work selected, the slated soloists and directors, 
performance and rehearsal dates, and occasionally ticket prices. Any major changes, such as the 
soloists contracted or repertoire selection, were usually discussed in the minutes for subsequent 
sessions. From the meeting announcement to the printed program, the repertoire chosen seldom 
changed with regards to the oratorio; however, the exact selections for variety academies were 
typically ambiguous, allowing different symphonies or arias to be easily substituted at short 
notice. The Society typically held between one and three rehearsals before the performance, 
                                                 
49 On the Grosser and Kleiner Redoutensaal, see Helmut Kretschmer, “Musiktopographie,” in Wien 
Musikgeschichte von der Prähistorie bis zur Gegenwart, ed. Elisabeth Th. Fritz-Hilscher and Helmut Kretschmer 
(Wien: LIT Verlag, 2011), 552–55. 
50 Pohl, 15–16. 
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which was standard for the time.51 During the 1770s, the Society’s first rehearsal for a concert 
was usually held at the home of its protector, while the remaining rehearsals were held at one of 
the city’s theaters. 
The centerpiece of each concert was an oratorio or cantata, often commissioned by the 
Society. Oratorios were by far the Society’s most performed genre during the 1770s and 1780s, 
while the variety program, which often included short cantatas along with symphonies, arias, and 
concerti, became increasingly popular only toward the end of the century. Occasionally, the 
Society sponsored un-staged operas, including Johann Adolf Hasse’s festa teatrale, Alcide al 
Bivio (1781), and Tommaso Traetta’s Ifigenia in Tauride (1784).  
In studying the oratorios selected for performance at the Society’s academies, we can see 
several stylistic shifts, suggesting that the organization made its repertoire selections based on 
what it assumed was the preference of the audience.52 The Society’s earliest oratorios are written 
in the traditional Metastasian style, resembling opera seria in musical style and aesthetic. Most 
of the repertoire from 1779–1783 is written in German, thus corresponding with Joseph II’s 
preference for German theater. When this trend faded, the Society resumed performing Italian 
oratorios until the late 1780s, when it explored modifying the genre’s structure to align with 
stylistic traits similar to those found in the wildly popular opera buffa productions. Yet by the 
1790s, the membership had discovered that public taste for the oratorio was waning. Though the 
Society had begun organizing variety academies in 1777, by 1791 nearly every academy 
consisted of a variety program. It was not until the Society’s 1799 performance of Haydn’s Die 
Schöpfung that the oratorio was brought to a new light and renewed public interest.  
                                                 
51 See John Spitzer and Neal Zaslaw, The Birth of the Orchestra: History of an Institution, 1650–1815 
(Oxford: Oxford University Press, 2004), 384–87. 
52 These trends are discussed at length in the Interlude and Chapters 3–5. 
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Oratorios were not the only genre featured at academies. In between the oratorio parts, 
the Society programmed entertainment on a smaller scale that usually featured a soloist or 
ensemble. The most popular genres represented were violin, cello, or piano concertos and 
symphonies, but the Society also showcased works that required its extensive performing forces. 
For instance, in 1779 the between-act entertainment written by Society member Joseph Starzer 
was a work for a double orchestra that included trumpets and drums. This orchestration likely 
makes use of the large ensemble the Society had to offer. The musicians performing the pieces 
included Society members, those applying for membership, popular Viennese musicians, and up-
and-coming artists. It was in this context and under the Society’s auspices that both Mozart and 
Beethoven—both newly arrived in the city—participated in public Viennese concerts.  
  There is little detailed information concerning how the composers and their featured 
repertoire were selected for academies. Several primary sources, however, provide a glimpse into 
this practice and while there are some similarities in how selections were made, there are also 
notable differences. Based on the information provided in the meeting minutes, it seems that 
members of the Society nearly always invited composers to pen music for the academies. 
Occasionally, lesser-known composers would offer their services, but such offers were usually 
not fulfilled. How the choral repertoire was chosen varies from case-to-case, but a few factors 
important to the Society were the availability of the text (if it was already published and/or easily 
accessible) and the public’s taste. While below I focus only on how composers were approached 
about composing music for the Society’s academies, it should be understood that occasionally 
librettists—including Lorenzo Da Ponte and Nunziato Porta—were approached to revise texts 
for the concerts.53  
                                                 
53 I discuss the Society’s decision to commission Da Ponte and Porta to pen libretti in Chapter 4. 
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A key set of clues rests in an anecdote from the autobiography of Carl Ditters von 
Dittersdorf, published in 1801.54 The third composer to write an oratorio for the Society, 
Dittersdorf recalls an awkward exchange with Gassmann during a visit in 1773. After discussing 
the elder composer’s oratorio La Betulia liberata, Gassmann proposed that Dittersdorf write an 
oratorio for the Society. He suggested Dittersdorf choose a text from the complete works of the 
poets Metastasio or Zeno; however, Dittersdorf selected his own librettist, Salvatore 
Ignatio Pinto, and text, Ester. Dittersdorf’s recollection of being sought out by the Society is in 
keeping with an entry in the 1780 meeting minutes, which notes that Society assessors Leopold 
Hoffmann and Joseph Scheidl planned to search for a composer to write the music for the 
German oratorio, Die Pilgrime auf Golgotha.55 At the next meeting, Hoffmann reported that 
Society member and court organist Johann Georg Albrechtsberger would compose the oratorio.56 
Here, the Society provided the text by Friedrich Wilhelm Zachariä rather than permitting 
Albrechtsberger chose his own, as Dittersdorf had done.  
A curious entry in the meeting notes from January 1795 reveals the Society reviewed a 
few different repertoire options before ultimately selecting one for that year.57 The Society 
considered three types of works by four composers: the cantata Le gare d’Amore by Alessandro 
Cornet, the grosses oratorio Gios by Antonio Casimir Cartellieri, and one of two opere serie—
                                                 
54 Carl Ditters von Dittersdorf, Lebensbeschreibung seinem Sohne in die Feder diktiert, ed. Norbert Miller 
(Munich: 1967), 197–203. 
55 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 21, 1780, No. 8.  
56 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 29, 1780, No. 14. Albrechtsberger was supposed 
to finish the oratorio in time for the Lent 1781 academy but notified the Society that he needed more time. Thus, Die 
Pilgrime premiered in Advent 1781. This likely explains why the Society chose to organize a variety academy for 
Lent 1781 rather than commission a new work. See A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle, April 12, 1780, 
No. 20. 
57 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: January 31, 1795, No. 9. 
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one by Gaetano Pugnani and the other by Leopold Kozeluch.58 The leadership decided to save 
the cantata and oratorio for another time and instead discussed performing an opera seria. The 
Society imagined the performance would be a large Spectackel and Secretary Paul Wranitzky 
spoke with Musikgraf Count Johann Wenzel Ugarte and theater Impresario Baron Peter von 
Braun about the event, received permission to begin planning, and a petition was sent to the 
government.59 At the May 8th meeting, the Society announced that Kozeluch’s Judith—referred 
to in this instance as an oratorio rather than an opera seria—would not be given, and instead, the 
academy would feature Cartellieri’s Gios in the usual way (“auf gewöhnliche Art und Weyse 
gegeben worden”).60 While there are no further details in the Society’s archives, perhaps the 
membership was planning to stage a sacred opera, which would combine the edifying message of 
an oratorio with operatic conventions, creating a work that would fulfill the thematic obligations 
of the Lenten season while also whetting the public appetite for drama. The result of such an 
academy—the Society likely hoped—would include a large audience and substantial income.61 
The Tonkünstler-Societät playbills provide useful information, not only on the repertoire 
performed and musicians engaged but also regarding Viennese theater practices.62 Most of the 
playbills are quite large (about the size of a large modern poster), with text running horizontally 
and with elaborate boarder designs (Figure 4), while others are half the size and much simpler, 
                                                 
58 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: May 8, 1795, No. 13. See also Rita Steblin, “Beethoven 
Mentions in Documents of the Viennese Tonkünstler-Societät, 1795 to 1824,” Bonner Beethoven-Studien 10 (2012): 
171–72.  
59 It is not immediately clear why such a petition was necessary if the Society was hosting its academies at 
the same venue during its regular concert time, unless the programming was quite different than what was normally 
permitted during Lent (i.e., operatic topics, staging, costumes). 
60 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 21, 1780, No. 8. 
61 Otto Biba mentions that during the latter half of the eighteenth century, theater managers were allowed 
some concessions on programing during Lent and Advent because operas attracted larger audiences. Biba, “Concert 
Life in Beethoven’s Vienna,” in Beethoven, Performers, and Critics: The International Beethoven Congress, Detroit, 
1977, ed. Robert Winter and Bruce Carr (Detroit: Wayne State University Press, 1980), 77.  
62 The playbills are housed at the Gesellschaft der Musikfreunde (A-Wgm, 11678/Programme), while a 
smaller collection is located at the Theatersammlung of the Österreichische Nationalbibliothek (A-Wn, Hoftheater-
Zettel, 773.042D). 
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with text running horizontally. The verbiage included on the playbills, which also contained the 
anticipated concert program, follows relatively the same formula. After a sentence briefly 
describing the purpose of the Society, the programs name the composer and title of the oratorio, 
and the soloists.63 With the variety academies, the exact program is much more difficult to 
determine, as specific pieces are typically not listed. For the artists performing the intermission 
entertainment during oratorio concerts, there is often a sentence describing their relationship (if 
any) to the Society or their employer. This is helpful in contextualizing and identifying musicians 
unknown in the present day. Finally, most programs include ticket prices and the cost of small 
librettos, which could be purchased at the door. Most of the programs are bilingual—one side of 
the paper is printed in Italian while the other is in German—while the smaller playbills were 
primarily in German.  
                                                 
63 One must exercise caution when interpreting programs because programming and personnel changes 
could happen up until the last minute. Considering that oratorios are substantial works that require ample preparation 
from all involved, it is unlikely the Society changed these works at the last minute; such substitutions would more 
likely happen during a variety academy. In fact, if a singer was ill on the night of an oratorio or cantata performance, 
the Society usually cancelled the academy, as opposed to changing the repertory or engaging a new soloist. For 
example, the 1791 Advent academies were cancelled at the last minute because Caterina Cavalieri was ill and there 
was no way to prepare a new soloist in time. 
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FIGURE 4: Advent 1784 Playbill64 
The above playbill is from the Society’s December 1784 academies, which featured a 
performance of Tommaso Traetta’s Ifigenia in Tauride. Notice that the program was bilingual 
with Italian text on the left side and the German on the right. The tickets prices appear at the 
bottom of the page. 
                                                 
64 A-Wn, Hoftheater-Zettel, 773.042-D. 
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The Society generally printed a new playbill for each concert, as evidenced by the word 
heute (today), which runs at the top of the page. Since the Viennese concert cycle changed so 
rapidly, it was normal to print new playbills daily.65 Despite this, some of the extant programs 
have the words Nachricht or avvertimento at the top of the page, suggesting that the Society (at 
least occasionally) posted advertisements before the actual concert date. The Society employed 
an Ansager (announcer) who was charged with hanging the programs throughout town, 
“announcing” the concert at the end of other performances, and occasionally completing other 
small tasks for the academies.   
 
THE WORKS THAT NEVER WERE 
Though the Tonkünstler-Societät made a substantial contribution to expanding the 
oratorio repertoire, the organization possessed a number of works that may have never been 
produced. Records of such works can be found in the Society’s account books and meeting 
minutes, and are noted in the bullet points below.  
 
•In 1777 the Society paid Václav [Wenzel] Pichl to send a symphony from Italy. Pichl was 
 a member of the Society and Kammer Kapellmeister for Archduke Ferdinand, who was living 
Milan, and it is not clear if the work was by Pichl or another.66 Though a symphony by Pichl 
does not appear on any of the Society’s concert programs, it is possible the institution substituted 
this work for another.  
                                                 
65 See John A. Rice, Mozart on the Stage (Cambridge: Cambridge University Press, 2008), 158. 
66 “Post Porto vor die aus Mailand von H: Pichel überschikte Simphonia, 4 fl 22 xer”. A-Wsa, Haydn-
Verein B 5/7, Societäts-Rechnung vom Jahr 1777, 4tes Quartal, von 1st November bis ult January 1778, Extra 
Ausgaben. 
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•In 1785, the “music lover” (Music Liebhaber) Johann Andreas von Wieland recommended that 
the Society purchase two German oratorios Abram auf Moria and Lazarus.67 A record in the 
Society’s 1786 account book indicates that the organization paid for and received a cantata by the 
Kapellmesiter Johann Heinrich Rolle at Regensburg, titled Caeàris—Lazarus.68 The Society had 
hoped to perform the work at a future performance, but this never materialized.69   
•In 1787, the oboist and Society member Vittorio Colombazzo purchased a cantata for the 
Society titled La sconfitta di Sisaro; however, the production was never mounted.70 
•In 1795 the Society planned to perform the oratorio Sacrifizio d’Abrahamo by Domenico 
Cimarosa, but at the last minute—and for no recorded reason—reorganized its programming.71 
 
While little is known about these works and why they were ultimately rejected by the Society, 
future archival exploration may lead to uncovering these pieces for further study. 
 
THE MUSICAL ENSEMBLE 
Scholars, including Morrow and Edge, have written with skepticism about the number of 
performers engaged at Tonkünstler-Societät academies.72 As seen above, each playbill boastfully 
reads that an ensemble of 180 people would perform the evenings concert. Though the 
Tonkünstler-Societät academies were indeed enormous spectacles that required dozens of 
                                                 
67 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: December 28, 1785, No. 52. 
68 “Dem H: Scheidl bonificire seine Ausgaben wegen den oratorio /: Lacaris :/ von Kapelmeister Rolle, 
welches von Regenspurg bis hieher Transportirt worden mit, 14 f 49 xer”. A-Wsa, Haydn-Verein B 5/16, Societäts-
Rechnung vom Jahr 1786, 1tes Quartal, von 1st February bis ult April 1786, Extra Ausgaben. The Society’s 
discussion is found in A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: December 28, 1785, No. 52. 
69 Rita Steblin argues that Franz Schubert, a student of Salieri, was given the text to Lazarus by his teacher 
for performance at one of the Society’s academies. Schubert never completed the oratorio. Steblin, “Who 
Commissioned Schubert’s Oratorio Lazarus? A Solution to a Mystery?” Schubert: Perspektiven 9, no. 2 (2009): 
145–81. 
70 “H: Columpazo ut q: wegen angeschafter Cantate La sconfita di Sisaro, 11 f 38 xer”. A-Wsa, Haydn-
Verein B 5/16, Societäts-Rechnung vom Jahr 1787, 1tes Quartal, von 1st February bis ult April 1787, Extra Ausgaben.  
71 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: October 16, 1795, No. 31. 
72 Morrow, 178 and Dexter Edge, “Mozart’s Viennese Orchestras,” Early Music 20, no. 1 (1992): 79–80. 
  
129 
 
musicians on stage, did nearly 200 musicians participate? A valuable source for analyzing 
Society performances are the fifteen extant concert rosters, for academies hosted between 1780 
and 1798.73 In a three-page document, the academy inspector meticulously notes the members 
slated to participate in the orchestra, the chorus, soloists, the three directors, and those selling 
tickets or working behind the scenes. In some cases, the inspector also notes members who 
missed rehearsals. Though these documents give us merely a sample of the Society’s concerts 
and the numbers are in no way definitive, we can begin to note trends in ensemble size over time.  
The Society advertised on its programs that 180 performers would take the stage in the 
academies and it appears that—in 1781, at least—the ensemble was indeed nearly that size.74 But 
this was not the norm for the rest of the 1780s and 1790s. On average, the Society used 
approximately 145–155 instrumentalists, chorus members, and soloists in each of the academies 
during the 1780s; however, the playbills still promoted the now sensationalized 180-person 
ensemble.75 Perhaps the Society hoped to attract curious audience members and distinguish itself 
from other entertainments by continuing to advertise such substantial musical forces. These 
concerts involved around eighty members of the orchestra alone, a number that is significantly 
                                                 
73 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865, “Haupt-Lista”. There are many more rosters for 
performances in the nineteenth century, but they fall outside the scope of this study. A few other rosters are undated, 
but a glance through the names does not immediately suggest they fall into this period. 
74 According to the roster for April 1781, there were 11 basses, 9 Celli, 40 violins, 8 violas, 7 oboes, 2 
English horns, 6 bassoons, 4 horns, 2 flutes, 2 trumpets, 1 timpani, 43 sopranos and altos, 21 tenors, 19 basses, and 4 
soloists for a total of 179 performers. In December 1781, the Society engaged 11 Basses, 9 Celli, 40 Violins, 7 
violas, 6 oboes, 2 English horns, 4 bassoons, 2 horns, 2 flutes, 2 trumpets, 2 trombones, 1 timpani, 43 sopranos and 
altos, 20 tenors, 19 basses, and 5 soloists, for 175 performers. The one roster from 1780 does not indicate if any 
male singers from the Seminario performed with the ensemble (12 did perform in the female section). A-Wsa, 
Haydn-Verein A 1/3a, Akademien 1772–1865, “Haupt-Lista,” April 1781 and December 1781. 
75 This number is on par with Otto Biba’s estimation that an average of 152 musicians performed. Out of 
the nine extant rosters from the 1780s, two required more than 170 musicians, while the remainder listed around 
145–155 performers. Importantly, many of the rosters do not include the total number of boys engaged for the choir. 
In my average, I estimate the number of boys engaged based on the number of male chorus members who 
performed. Of course, one must remember that this number is approximate and could have fluctuated depending on 
how many soloists were needed or if musicians missed due to illness, etc. Biba, “Beispiele für die 
Besetzungsverhältnisse bey Aufführungen von Haydns Oratorien in Wien zwischen 1784 und 1808,” Haydn-Studien 
4, no. 1 (1976): 94–104.  
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higher than most theater orchestras of the time. In his analysis of Mozart’s orchestras, Dexter 
Edge notes that in April 1774 the Kärntnertortheater employed thirty-two members in its 
orchestra, while the Burgtheater had thirty-one—far fewer than those used by the Tonkünstler-
Societät.76 The larger ensemble size was likely due to the fact that oratorios (unlike operas) were 
unstaged and could therefore easily accommodate numerous performers. As we will see below, 
the gradual changes to the Society’s orchestra suggests a reconsideration and a refinement of the 
balance and clarity of the ensemble. 
The large size of Tonkünstler-Societät academy orchestras is further supported by two 
composers who attended academies in the early 1780s. Johann Martin Kraus writes that 
approximately seventy orchestral musicians participated in the Lent 1783 performances of 
Maximilian Ulbrich’s Die Israeliten in der Wüste.77 Unfortunately, no roster exists to support 
Kraus’s claim, but judging by the roster numbers from the surrounding years, Kraus’s number 
seems on par. Similarly, in a letter to his father on April 11, 1781, Mozart describes the ensemble 
employed for the April 1 and 3 academies featuring Albrechtsberger’s Die Pilgrime auf 
Golgatha: “There were forty violins, the wind-instruments were all doubled, there were ten 
violas, ten double basses, eight violoncellos and six bassoons.”78 By Mozart’s estimation, just 
over eighty musicians performed in the orchestra, which closely matches the total indicated on 
the concert roster—93.  
A study of the Society’s performing forces reveals issues of balance and performance 
practice; the table below summarizes the part distribution for three academies. Though we cannot 
                                                 
76 See Edge, “Mozart’s Viennese Orchestras,” 63–88. 
77 Kraus was disappointed that there were not 180 orchestral musicians, as he thought that the Society had 
advertised. Bertil H. van Boer, The Musical Life of Joseph Martin Kraus: Letters of an Eighteenth-Century Swedish 
Composer (Bloomington: Indiana University Press, 2014), 143. 
78 W. A. Mozart to Leopold, April 11, 1781, in The Letters of Mozart and His Family, 3rd ed., trans. Emily 
Anderson (London: MacMillan Press, 1985), 720. 
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interpret these numbers as definitive, as they suggest people who planned to perform and do not 
take into account any last minute illnesses or absences, we can begin to understand more about 
the personnel decisions the Society made. 
TABLE 10: Instrumental Part Distribution at Select Academies79 
 
 March 1780 – 
Variety Concert 
March 1784 – Haydn’s 
Il ritorno di Tobia 
Dec. 1792 – Weigl’s 
Venere e Adone 
Flute 2 2 2 
Oboe 6 6 (7?) 4 
English Horn - 2 - 
Clarinet - - 2 
Bassoon 6 6 2 + 380 
Horn 2 (4?) 6 4 
Trumpet 2 2 2 
Trombone 2 2 - 
Timpani 1 1 1 
Violin 1 20 20 12 
Violin 2 20 20 12 
Viola 8 6 8 
Cello 9 (10?) 5 7 
Bass 10 6 7 
Total 88 84 66 
 
 
The majority of the nine extant rosters from the 1780s (from which Table 10 is drawn) 
list around eighty to ninety orchestral musicians, though there is one roster that is lower 
(seventy-nine) and one that is higher (ninety-two). It is not clear if all of the rosters are complete, 
as some have noticeable gaps; in some instances there are spaces between two members of the 
same instrument group, suggesting a spot had yet to be filled. It seems that during the 1780s the 
Society did not make any substantial changes to the orchestral forces it required for each 
concert—no matter if it was a variety academy or an oratorio performance. Importantly, it is 
                                                 
79 Some of the rosters include numbered lines without names, suggesting an additional performer could 
have been added at a later date. I’ve indicated these on the chart above with question marks, but this number is not 
factored into the overall total. A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862, “Haupt-Lista,” March 1780, 
March 1784, and December 1792. 
80 It seems that two bassoonists played the solo parts, while the other three played with the continuo 
section. 
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extremely unlikely that the entire ensemble participated in the music played in between acts—
most often concerto performances—because the sheer force would have overpowered the 
soloist.81 
Of note are the changes to the ensemble over time, particularly in the string section. In 
1780 the lower string section consisted of nearly twenty musicians, while in 1784 there were 
eleven.82 While this suggests that the Society wanted less sound from the lower strings, Kraus 
observed in 1783 that he had difficulty hearing the bass lines.83 Perhaps the Society reduced the 
instrumentation too much, or it is possible that from where Kraus was sitting, the acoustics in the 
theater made the balance sound slightly off. Another trend is the overall reduction of orchestra 
size in the 1790s. Pinpointing the typical number of performers is difficult considering the 
programs from winter 1793 through the end of 1797 are missing. It seems, however, that the 
ensemble in 1791 used seventy-six performers, while by late 1792 it was using just over sixty.84 
This size-reduction was reflected on the concert programs beginning in 1792, when the Society 
began publicizing 150 rather than 180 performers. This change in ensemble size and 
instrumentation was likely in part due to criticism the Society received in regards to the balance 
and precision of the ensemble.85    
The numbers in the table above indicate a large double-reed section, suggesting that the 
Society preferred distinct, loud bass lines and marked melodic sections.86 It is unlikely, however, 
that each section would have played for the duration of the concert; at least part of the bassoon 
                                                 
81 Edge, “Mozart’s Viennese Orchestras,” 80. 
82 The number 11 is actually slightly low. Nearly all of the concert rosters from 1785–1790 have seven 
basses and seven celli. 
83 van Boer, 145. 
84 The spring 1792 concert apparently required an unusually smaller orchestra of 33, according to the 
concert roster. 
85 As will be discussed further below, in 1795 Society Secretary Paul Wranitzky attended an academy and 
penned a letter to the assessors critiquing the performance. 
86 Edge, “Mozart’s Viennese Orchestras,” 79–80. 
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section would have played with the basso continuo, while two players would have performed the 
solo parts. The entire oboe section would have likely only played in forte, full-ensemble 
passages, while lyrical or solo parts would have been played by one or two performers. A few of 
the rosters even indicate the division between solo and tutti players.  
The choir, too, was of substantial size, but the names and exact numbers of singers are 
slightly hazy. Nearly all of the men performing—averaging about thirteen per part—were 
members of the Society and their names are recorded on the performance roster. Rather than 
using female voices in the choir, the Society used choir boys from local churches: the 
Schottentor Church, St. Michael’s Church, and St. Stephen’s Cathedral and, on occasion, male 
altos also sang the female parts. Three of the earliest rosters (from 1780 and 1781) indicate that 
singers from the Seminario were also engaged, raising the total number of choir members.87 But 
beginning in 1782, no participants from the Seminario are listed, suggesting the Society broke 
ties with the institution, perhaps to form a smaller choir. A few of the earliest rosters suggest that 
28 choir boys total sang in the academies; however, beginning in 1784 no numbers are given.88  
It is probable that the number of choir boys required for the female parts matched the male 
ensemble, meaning that the Society could have used around 25–30 boys total. Therefore, we 
might expect as many as 60 chorus members at a concert. 
The Society approached singers from Vienna’s opera troupes to perform the lead roles in 
oratorio performances and to sing solo arias at variety academies. These concerts regularly 
featured female singers, including Caterina Cavalieri, Therese Teyber, Aloysia Lange, and 
                                                 
87 The rosters refer to the venue as the Seminario, which might refer to the Vienna Imperial Seminary 
(Stadtkonvikt), the same institution at which the young Franz Schubert received his early musical training.   
88 The concert roster for March 1780 indicates 40 sopranos and altos were engaged, bringing the total choir 
for that academy up to 66 members. 
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Therese Gassmann.89 The male solo parts were often performed by Society members (such as 
Carl Friberth and Leopold Panschab [Ponschab]) but were also performed by non-members, 
including Ludwig Fischer, Valentin Adamberger, and Vincenzo Calvesi. It is likely the soloists 
attracted their own fan base to the concerts, which was partially the impetus in engaging them.90 
Taking this into account, we might expect that composers anticipated particular performers when 
penning their oratorios for the Society.91 One exception occurs with the premiere of Haydn’s Il 
ritorno di Tobia in 1775, in which the Society allowed members of the Esterházy opera troupe to 
perform the lead roles.92 Documents from the 1790s suggest that occasionally the court 
recommended that certain performers be engaged by the Society. The journals of Carl 
Rosenbaum reveal letters from the Empress Marie Therese (wife of the Emperor Franz), 
requesting that her favorite singer, Rosenbaum’s wife Therese Gassmann [Rosenbaum], perform 
in particular concerts.93 
 For each academy series, the Society listed three directors: a violinist, a keyboardist, and 
a Battutist (timebeater). Most often the directors were academy members, while the Battutist was 
the composer of the oratorio being performed (who might or might not be a member). If a 
composer was unable to attend the performance (or did not want to participate), a Society 
member filled in, such as Salieri, who directed the most academies as Battutist. In their book on 
                                                 
89 I pay special attention to the female vocalists and musicians engaged by the Society in Chapter 3. 
90 Despite this, the singers regularly engaged by the Society were not the best paid or most sought-after 
(like Francesco Benucci or Nancy Storace), as it is unlikely these stars would have been willing (or perhaps able, 
based on their busy schedules) to donate their services. My thanks to Dorothea Link for pointing this out to me. It is 
worth noting, however, that Storace did participate in a few of the Society’s academies (1784 and 1786). 
91 In Chapters 3–5 I discuss the oratorios and cantatas performed by the Society and devote some time to 
the ways composers crafted roles for specific singers (considering voice type, range, capabilities, and the typical 
roles the vocalist played). 
92 For the concert, Haydn brought Magdalena Friberth, Margaretha Spangler, Christian Specht, and Carl 
Friberth, along with the violinist Aloysio Tomasini (who led the orchestra and played a concerto on the first night) 
and the cellist Xaverio Marteau (who led the continuo and played a concerto on the second night). The fifth soloist, 
Barbara Teyber, was the sister to Therese Teyber, who performed in Society academies through the mid-1780s.  
93 Rice, Empress Marie Therese and Music at the Viennese Court, 1792–1807 (Cambridge: Cambridge 
University Press, 2003), 79. 
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the history of the orchestra, John Spitzer and Neal Zaslaw describe that orchestras were typically 
led by the Battutist, the keyboard director, or the violin leader, but not all three at once.94 
Moreover, there were advantages and disadvantages when engaging each type of leader. During 
the late eighteenth century, the violinist was the preferred leader of the ensemble because of his 
clear visibility and since many ensemble members were violinists, it was easier to set an example 
and guide the other musicians. Audiences often complained that the timebeater would pound his 
staff too loudly on the floor and distract attention from the music. Keyboardists were also 
presented with challenges, and sometimes had difficulty directing ensembles because simply 
realizing the bass line was not enough to lead the group and depending on the instrument used, 
the sound might not be able to project over the orchestra.95 The orchestra leader at operas in the 
Burgtheater during the 1770s and 1780s was a violinist,96  but the ensemble size in those 
instances was much smaller than the ensemble used by the Tonkünstler-Societät. Primary sources 
do not provide an explanation for how the Society’s concerts were conducted, leaving us to 
speculate. Perhaps the Society engaged the leadership of all three at different moments during the 
performance. With the enormous size of the ensemble, the Society may have chosen to have a 
Battutist beat the time, as he would be easier for the entire ensemble to see and follow, as 
opposed to the violinist and keyboardist. For the performance of recitatives, the keyboard player 
could have led from the continuo part, while the violinist, perhaps led the orchestra in 
instrumental movements. 
Considering the large number of performers the Society used, where was the ensemble 
placed in the theater? The floor plan of the Burgtheater and Kärntnertortheater (seen later, in 
Figures 8–11) shows that the orchestra was on the same level as the First Parterre, not sunken in 
                                                 
94 Spitzer and Zaslaw, 387–93. 
95 Spitzer and Zaslaw, 390. 
96 Edge, “Mozart’s Viennese Orchestras,” 71. 
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a “pit,” which was an innovation devised later. While during opera performances, the orchestra 
would be stationed in the Parterre, it seems that during Tonkünstler-Societät concerts, the 
orchestra and singers were positioned on the stage during the academy. Early on, the stage was 
organized with the chorus at the front, followed by the strings and then the winds. This 
placement caused problems (some instrumentalists were obscured by singers and the acoustics 
were poor) so in 1796, the Society discussed reorganizing the stage.97 Placing the orchestra and 
choir on the same stage was not uncommon during oratorio performances. In a letter written in 
1755, the poet Metastasio describes the stage arrangement of the Lenten Academies held at the 
Burgtheater: “The numerous orchestra and many choral singers are raised on the stage by well-
placed and graduated platforms and surrounded by beautiful scenery.”98 Images from elsewhere 
in Europe—such as Rome (Figure 5) and London (Figure 6)—could provide us a glimpse at 
what oratorio concerts may have looked like in Vienna. 
                                                 
97 On the organization of the orchestra and Paul Wranitzky’s proposed reforms, see A-Wsa, Haydn-Verein A 
2/1, Sitzungsprotokolle, February 18, 1796, No. 5. See also Pohl, 34–35 and Monika Holl, forward to Davide 
penitente, Neue Mozart-Ausgabe, I/4/3 (Kassel: Bärenreiter, 2006), x. 
98 Heartz, “Nicolas Jadot and the Building of the Burgtheater,” The Musical Quarterly 68, no. 1 (1982): 25–
26. 
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FIGURE 5: Oratorio Concert in Rome, 172799 
The image above depicts a performance of an oratorio by Giovanni Battista Costanzi at the 
Palazzo della Cancelleria in Rome in 1727. Notice the orchestra stationed around the arch-like 
perimeter of the stage, with the soloists (presumably) in the middle. A backdrop, which must have 
been used in opera productions, elaborately decorates the stage. 
                                                 
99 Image found in Smither, “Oratorio and Sacred Opera, 1700–1825: Terminology and Genre Distinction,” 
in Proceedings of the Royal Musical Association 106 (1979–1980): 93. 
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FIGURE 6: Oratorio Concert at Drury Lane, 1769100 
This image depicts an oratorio concert at Drury Lane in London in 1769, during which the poet 
David Garrick (in the immediate front) read a Shakespearian ode. The orchestra and chorus are 
behind, packed tightly onto the small stage. Heartz points out that the Drury Lane theater was 
roughly the same size of the Burgtheater.101 Here, unlike in the image from Rome, a backdrop is 
absent.  
 
 The academies hosted by the Tonkünstler-Societät were spectacles that differed from the 
entertainment Viennese citizens could experience throughout the rest of the year. The 
productions featured an enormous ensemble comprised of the city’s best musicians playing 
music by the public’s favorite composers. The placement of the orchestra and chorus on the stage 
allowed the Society’s membership to be prominently displayed and, by association, brought 
attention to the moral message of the oratorio and the Society’s worthy cause. For these reasons, 
                                                 
100 Image from Allardyce Nicoll, The Garrick Stage: Theatres and Audience in the Eighteenth Century, ed. 
Sybil Rosenfeld (Manchester: Manchester University Press, 1980), 17. 
101 Heartz, “Nicolas Jadot,” 26. 
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it comes as no surprise that the Society’s academies attracted eager audiences who were curious 
about the concerts and craving entertainment during the religious seasons. 
 
TICKET SALES AND CONCERT CULTURE 
A careful look at ticket sales is a rewarding yet challenging feat in studying the 
Tonkünstler-Societät academies. A number of archival sources provide valuable information 
concerning concert attendance and profit. In particular, there are box office reports for nearly 
every academy the Society hosted.102 These documents provide a breakdown of the ticket prices 
and number of tickets sold each night, and often indicate donations made to the Society.103 In 
reading the box office reports, one must be cautious not to interpret such numbers as a definitive 
reflection of attendance or the drawing power of particular works, as the figures show only the 
total number of tickets sold, and typically do not take into account any complementary that 
tickets were given, if a patron decided to use his or her box which was reserved for the theater 
season (though this was generally discouraged) and if so, how many patrons were sitting in each 
box, if the audience member left early, if someone snuck in without paying, those occupying 
standing room, etc. Similarly, if a performance was badly attended, that does not necessarily 
mean the musical choice was poor. Many factors, including economic hardships and even the 
weather, may have impacted attendance. Despite these caveats, an understanding of concert 
attendance through the ticket sales for the Tonkünstler-Societät academies provides us with a 
                                                 
102 A-Wsa, Haydn-Verein A 1/4d, Akademien 1772–1865, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802.” The reports from Advent 1793 and Lent 1794 are missing, so it is uncertain 
how many people attended these concerts. The profit earned from these academies is listed in the account books. 
103 An equally valuable resource is the Society’s profit and loss sheet, compiled by Stefan Franz in the 
1790’s. A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865, “Ausweis der bey den Societaets Accademien von 
Anno 1772 bis 1844 aufgeführten Stücke, samt der Brutto und Netto Einahme und der sämtlichen Ausgaben.” This 
document includes the gross income, expenses, and net total income for each concert from 1771 through 1844. In 
addition to ticket sales, Franz’s gross profit number includes the amount made from donations and libretto sales. For 
the purpose of my study, unless indicated otherwise, my totals are based only on the gross profit.  
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valuable perspective on the Society’s concert culture and can begin to give us an idea of how 
successful the performances were.  
 Studying the box office receipts allows us a glimpse at the financial side of concert 
organization and also enables us to begin to evaluate the Society’s programming, especially 
considering drawing power of works and composers and large programming shifts. When 
processing the tickets sales for the Tonkünstler-Societät academies, it is interesting to consider 
both the gross income and the ticket income, as these assessments often produce different results. 
In Tables 11 and 12, I list the ten most successful academies, based on gross income and the 
number of tickets sold. Notice that an academy that generated a high income (for example, the 
performance of Kozeluch’s Moisè in Egitto in 1790) did not necessarily rank high in terms of 
tickets sold.104  
 
TABLE 11: The Ten Most Successful Concerts Based on Gross Income105 
 Date Repertoire Gross Income 
1 April 1798  Joseph Haydn: Die sieben letzten Worte 2,734 fl 21x 
2 Dec. 1796  Franz Xavier Süssmayr: Der Retter in Gefahr 2,593 fl 29x 
3 Dec. 1781 Johann Adolf Hasse: Sant’Elena al Calvario 2,318 fl 7x 
4 Dec. 1790 Leopold Kozeluch: Moisè in Egitto 2,255 fl 59x 
5 Dec. 1773 Carl Ditters von Dittersdorf: Ester 2,116 fl 6x 
6 April 1775 Joseph Haydn: Il ritorno di Tobia 2,085 fl 17x 
7 Dec. 1793 Variety Academy 1,892 fl 52x 
8 Dec. 1798 Variety Academy 1,887 fl 39x 
9 Dec. 1795 Variety Academy 1,880 fl 4x 
10 Dec. 1777 Antonio Salieri: La Passione di Giesu Cristo 1,851 fl 37x 
 
 
                                                 
104 For consistency, my calculations here only include the academies that entertained two performances of a 
program. There were a few academies that, for various reasons, only had one performance, while the Society’s first 
academy had three performances of Gassmann’s La Betulia liberata. 
105 The gross income totals in Tables 11 and 13 were calculated by Stefan Franz; however, these totals must 
be considered cautiously as they often include donations received and librettos sold, and therefore are not a true 
reflection of ticket sales. Appendix D includes Stefan Franz’s gross and net totals for each academy.  
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TABLE 12: The Ten Most Successful Concerts Based on Tickets Sold106 
 
 Date Repertoire Ticket Sales 
1 April 1798 Joseph Haydn: Die sieben letzten Worte 2,893 
2 Dec. 1796 Franz Xavier Süssmayr: Der Retter in Gefahr 2,794 
3 Dec. 1777 Antonio Salieri: La Passione di Giesu Cristo 2,571 
4 Dec. 1779 Maximilian Ulbrich: Die Israeliten in der Wüste 2,501 
5 April 1775 Joseph Haydn: Il ritorno di Tobia 2,336 
6 Dec. 1773 Carl Ditters von Dittersdorf: Ester 2,325 
7 March 1781 Johann Adolf Hasse: Alcide al bivio 1,896 
8 March 1780 Friedrich Hartmann Graf: Der verlorne Sohn 1,879 
9 March 1784 Joseph Haydn: Il ritorno di Tobia 1,804 
10 Dec. 1781 Johann Adolf Hasse: Sant’Elena al Calvario 1,785 
  
 
In terms of drawing power—which I have evaluated based on both overall income and ticket 
sales—works by Haydn drew the most crowds and generated the largest takings, especially his 
Die sieben letzen Worte, the premiere of Il ritorno di Tobia, and the 1793 variety academy, which 
featured several of his works. Hasse, Salieri, and Dittersdorf, three of Vienna’s leading 
composers, also attracted large audiences; but the popularity of a work or a composer at one set 
of academies did not mean a revival would be as well-attended. Below (Tables 13 and 14) are the 
ten concerts that generated the smallest income and attracted the fewest audience members. 
 
 
 
 
 
 
 
 
                                                 
106 To arrive at the total attendance shown in Tables 12 and 14, I borrow Dexter Edge’s formula, in which 
he adds the number of individual tickets, gesperrte Sitze (locked seats), and boxes (assuming 3 people were in each 
box). These numbers are rough as there are a number of variables that would impact attendance, including more 
people in boxes, if free tickets were given out, if a subscriber chose to keep his box, etc. I use this formula 
throughout the my dissertation during discussions of ticket sales. See Dexter Edge, “Mozart’s Reception in Vienna, 
1787–1791,” in Wolfgang Amadè Mozart: Essays on his Life and his Music, ed. Stanley Sadie (Oxford: Clarendon 
Press, 1996), 80n45. Appendix E includes a break-down of the number of tickets sold based on position in the 
theater. 
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TABLE 13: The Ten Least Successful Concerts Based on Gross Income  
 
 Date Repertoire Gross Income 
1 Dec. 1789 Vincenzo Righini: Il natal d’Apollo 633 fl 53x 
2 April 1789 Carl Ditters von Dittersdorf – Numbers from Giobbe 722 fl 3x 
3 Dec. 1783 Variety Academy 815 fl 35x 
4 Dec. 1788 Variety Academy 862 fl 8x 
5 Dec. 1782 Variety Academy 906 fl 48x 
6 March 1782 Marianna Martines: Isacco figura del Redentore 907 fl 44x 
7 Dec. 1788 Domenico Mombelli: La morte, e la deposizione 
dalla croce di Gesu Cristo 
927 fl 48x 
8 March 1785 Wolfgang Amadeus Mozart: Davide penitente 950 fl 55x 
9 April 1794 Variety Academy 958 fl 41x 
10 April 1797 Peter Winter: Timotheus, oder die Gewalt der Musik 1,014 fl 49x 
 
 
TABLE 14: The Ten Least Successful Concerts Based on Tickets Sold 
 
 Date Repertoire Ticket Sales 
1 Dec. 1789 Vincenzo Righini: Il natal d’Apollo 668 
2 April 1797 Peter Winter: Timotheus, oder die Gewalt der Musik 721 
3 March 1785 Wolfgang Amadeus Mozart: Davide penitente 827 
4 April 1789 Carl Ditters von Dittersdorf: Best Numbers from 
Giobbe 
834 
5 Dec. 1783 Variety Academy 874 
6 March 1787 Giuseppe Gazzaniga, I Profeti al Calvario 919 
7 Dec. 1788 Variety Academy 945 
8 Dec. 1785 Carl Ditters von Dittersdorf: Ester 955 
9 March 1793 Joseph Weigl, Venere e Adone 959 
10 Dec. 1782 Variety Academy 974 
 
 
Despite the overall success of his compositions, Dittersdorf’s music appears on both the 
most and least successful lists, suggesting that a work’s notoriety was not enough to attract 
audiences. His oratorio Ester appears on both lists: in 1773 it attracted more than 2,000 
attendees, while twelve years later the attendance was around 950—less than half as before. As 
discussed previously, a number of factors including the economy, the weather, and other concerts 
or events occurring simultaneously, could impact concert turnout. For example, the performance 
of Marianna Martines’s oratorio in 1782 (which attracted a little over 1,000 audience members) 
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may have had a poor attendance due to the Pope’s visit (discussed in Chapter 3). Mozart’s 
Davide appears as one of the Society’s least successful productions, which is curious given his 
notoriety as both a composer and performer. Daniel Heartz suggests that the Viennese were 
distracted by other social gatherings and perhaps tired of attending concerts, which could also 
explain the poor attendance for the Dittersdorf that same year.107   
Looking at the academies over the span of twenty-six years also allows us to evaluate 
overall trends in concert programming. It appears that the Society’s concerts were most 
successful in the 1770s and late 1790s, while the late 1780s were less successful. In particular, 
the Society moved from sponsoring oratorio productions in the 1770s (discussed in Chapter 3) to 
almost exclusively programming cantatas and variety academies in the 1790s (as discussed in 
Chapter 5). The Society’s programming in the 1780s was, in a sense, experimental. As discussed 
in Chapter 4, the Society tried different approaches to the oratorio to make the genre appeal to 
audience taste. It is possible that the audience recognized Dittersdorf’s Ester as a work 
performed much earlier and chose not to attend the 1785 performance because they anticipated 
an antiquated musical style; as explained in the Interlude, Viennese audiences were always 
craving new entertainment and it seems the Society selected and crafted its programming to 
coincide with these trends.  
 In addition to indicating how many tickets were sold for an academy and how much the 
performance grossed, the box office receipts, held at the Stadt- und Landesarchiv also reveal key 
information concerning the demographics of attendees, yielding a better sense of the concert 
experience on a social level.108 The box office report, shown in Figure 7, is from one of the 
                                                 
107 Daniel Heartz, Mozart, Haydn and Early Beethoven: 1781–1802 (New York: W. W. Norton & Co, 
2009), 106. 
108 A-Wsa, Haydn-Verein A 1/4d, Akademien 1772–1865, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802.” 
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Society’s first concerts at the Burgtheater in 1783, during which Ulbrich’s Die Israeliten in der 
Wüste was performed. Studying these receipts reveals which seats in the theater were offered for 
purchase, in which areas the most tickets were sold, and if ticket prices changed over time—all 
points I discuss below.  
As seen in Figure 7, ticket sales are separated into transactions completed at the ticket 
office (cassa) or by the Logenmeister (literally the master of the box). Tickets for the parterres 
and the third through fifth floors were purchased at the cassa, while those interested in boxes or 
gesperrte Sitze (literally, locked seats, which could be folded down) bought their tickets from the 
Logenmeister. Notice that the Society drew more than 700 fl in ticket sales (a note in the left-
hand margin indicates that three tickets on the third floor were given away for an unknown 
reason) and earned a sizable donation from the Emperor Joseph II.  
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FIGURE 7: Box Office Report for April 6, 1783109 
This box office report comes from the Society’s first academy at the Burgtheater—Ulbrich’s Die 
Israeliten in der Wüste. The concert was quite profitable, earning nearly 950 fl in ticket sales and 
donations. Notice (in the left hand margin), three free boxes on the second floor were given away. 
The Emperor also gave a large donation of 16 “Souvrains” [Souverains] (or 202 fl 40x).  
                                                 
109 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802.” 
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John A. Rice discusses the demographics of theater attendees in the eighteenth-century 
Vienna—a discussion that applies to the audience at the Tonkünstler-Societät academies. Rice 
writes that those in attendance at the Tonkünstler-Societät academies belonged primarily to the 
nobility, the upper classes, and the “Beamten und Bürger” (civil servants and wealthier 
townspeople).110 Though these three groups comprised only about 7 percent of Vienna’s total 
population in the eighteenth century, they comprised 90 percent of the theater’s attendance.111 As 
seen in the images below, the distinct boundaries in floor plan of the Burgtheater divide the 
audience based on class and income, divisions which parallel those seen in Viennese society, 
allowing us to think of the theater as a social microcosm of Vienna.112 Speaking specifically 
about Rome, John Rosselli describes the seating arrangement in theaters, detailing the type of 
audience members expected to occupy each space.  
There was no doubt in any leading theatre, whatever its structure of 
ownership, which were the ‘noble’ areas. The seating arrangements 
were hierarchical in the most visible way. The second tier of boxes 
(out of four, five, or six) was always the most aristocratic... The 
first or the third tier in some theatres enjoyed equal standing with 
the second. More often both were a little lower in esteem and 
price; in the leading or second-rank theatres boxholders’ lists show 
a mixture of nobles and professional men… The status of the tier 
or tiers above the third was lower still but varied with the theatre. It 
was not unknown to find the odd (presumably impoverished) noble 
in a top-tier box.113 
 
Rosselli’s observations can also be applied to other European theaters, including Vienna’s 
Burgtheater and the Kärntnertortheater. We must remember to use these distinctions as a general 
guide for, as Rosselli mentions, those with a noble status could occasionally be found in the 
upper tiers that were typically occupied by the lower class. With these ideas in mind, we can 
                                                 
110 See Rice, “Vienna under Joseph II and Leopold II,” in The Classical Era: From the 1740s to the End of 
the 18th Century, ed. Neal Zaslaw (Englewood Cliffs, New Jersey: Prentice Hall, 1989), 127. 
111 Ibid., 128. 
112 See Rice, Mozart on the Stage, 195–212.  
113 Quoted in Rice, Mozart on the Stage, 196. 
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analyze the crowds attending the Tonkünstler-Societät academies to begin to better understand 
the types of audience members in attendance.  
Figure 8 shows the interior of the Kärntnertortheater at the beginning of the nineteenth 
century; notice the five floors, which was one more than the Burgtheater (Figures 9, 10, and 
11).114  At each theater, the ground floor was divided into two sections that were separated by a 
barrier. The front section at the Burgtheater was the First Parterre or Parterre Noble, where some 
of the more expensive seats were located, which, according to Pezzl (1786), functioned as “the 
showplace, so to speak, of the aristocracy.”115 The nobility could also purchase seats in one of the 
boxes, which were located on the first, second, and third floors. These seats were typically 
reserved by opera season ticket holders, allowing them a guaranteed seat for any performance, 
but for the Tonkünstler-Societät, patrons were often asked to give notice that their seats would be 
vacant so that the box could be resold. Patrons could purchase tickets for the gesperrte Sitze, 
individual seats that could be lowered, which were located on either the first or third floors.116 At 
just over 4 fl, the box seats on the first floor cost more than tickets for the Parterre Noble (at 1 fl 
25x), while the seats on the third floor were just slightly cheaper (3 fl) than the gesperrte Sitze. 
The seats on the ground floor behind the partition were located in the Second Parterre, and were 
much less expensive. The seats in the Second Parterre as well as the third and fourth floors were 
                                                 
114 For a discussion on the layout of the Burgtheater, see Edge, “Mozart’s Reception,” 73. See also Morrow, 
71–81 and Heartz, “Nicolas Jadot,” 1–31. 
115 Johann Pezzl, Skizze von Wien in Mozart and Vienna, trans. H. C. Robbins Landon (London: Thames 
and Hudson, 1991), 109–10. 
116 Morrow notes that these seats were for those who paid a charge beyond the price of admission. Morrow, 
73. Dexter Edge indicates that audience members could subscribe to these seats, and includes the sales of these 
tickets in his estimation of attendance. See Edge, “Mozart’s Reception,” 73, 75, and 80n45.  
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frequented by the upper middle class, while the cheapest spaces (known as the Paradies 
“clouds”) were on the fourth floor (or fifth floor in the Kärntnertortheater).117 
 
 
FIGURE 8: The Interior of the Kärntnertortheater118 
This image depicts the theater in the nineteenth century. In addition to the ground floor, there 
were five floors. Notice the faint line in the middle of the ground floor that separates the First 
from the Second Parterre. 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
117 Edge, “Mozart’s Reception,” 73–75. See also Edward A. Langhans, “Seating,” The New Grove 
Dictionary of Opera, Grove Music Online, Oxford Music Online, Oxford University Press (accessed 20 March 
2016). 
118 Biba, “Concert Life,” 85. 
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1785         1810 
 
FIGURES 9 AND 10: The Interior of the Burgtheater119 
The images above show the Burgtheater in the eighteenth and nineteenth century. The 
Burgtheater had one less floor than the Kärntnertortheater. The image on the right shows the 
division of the ground floor, including the orchestra, the First and Second Parterre, and those 
occupying standing room in the back.  
 
 
 
 
 
 
 
 
 
 
 
                                                 
119 Otto G. Schindler, “Der Zuschauerraum des Burgtheater sim 18. Jahrhundert: Eine baugeschichtliche 
Skizze,” Maske und Kothurn 1/2 (1976): 49. 
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FIGURE 11: Seating Plan for the Burgtheater (1760)120 
The diagram above shows the ground floor of the Burgtheater, I have added labels to Schindler’s 
image to indicate the placement of the seating options. 
                                                 
120 Schindler, 33.  
Stage 
Parterre 
Noble 
Second 
Parterre 
Orchestra 
Boxes 
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Table 15 compares the ticket prices for theatrical performances at the Kärntnertortheater 
and Burgtheater during 1775, to those sold by the Tonkünstler-Societät for concerts that same 
year.121 As seen below, the tickets for the Kärntnertortheater and Burgtheater were comparably 
priced, with slight differences in the prices for tickets on the Second Parterre and the fourth floor. 
The Tonkünstler-Societät tickets were higher priced; however, these prices do not reflect the 
Society’s norm. The Society temporarily raised ticket prices in 1773, lowering them in 1776 (by 
and large) to the same prices as the theater tickets. Of all the seating options offered, the price for 
box seats fluctuated most often and most radically. For some of the academies in 1773 and the 
entire 1776 season, the Society charged a whopping 8 fl 28x per box.  
 
TABLE 15: Comparison of Ticket Prices for the 1775 Season  
 
Kärntnertortheater Burgtheater Tonkünstler-Societät  
(in the Kärntnertortheater) 
Seating  Price Seating Price Seating  Price 
1st Parterre 1 fl 25x 1st Parterre 1 fl 25x 1st Parterre 2 fl 
2nd Parterre 24x 2nd Parterre 24x 2nd Parterre 34x 
3rd Floor 40x 3rd Floor 40x 3rd Floor 1 f 
4th Floor 24x 4th Floor 20x 4th Floor 34x 
5th Floor  10x   5th Floor  17x 
Officers of the 
Garrison 
45x Officers of the 
Garrison 
45x Officers of the 
Garrison 
45x 
Boxes – Floor 
1 and 2  
4 fl 14x Boxes – Ground 
floor, 1st and 2nd 
floors 
4 fl 14x Boxes – Floor 
1 and 2  
4 fl 14x 
Boxes – Floor 
3 
3 fl 3rd Floor 3 fl Boxes – Floor 
3 
3 fl 
Gesperrte Sitze 1 fl 42x Gesperrte Sitze 3 fl Gesperrte Sitze 2 fl 16x 
  
The price of tickets to attend Tonkünstler-Societät academies fluctuated periodically 
through the late eighteenth century; however, the prices demonstrated in the 1772 academies 
                                                 
121 Ticket prices for the Kärntnertortheater and Burgtheater were found in Zechmeister, 21, while the prices 
for the Tonkünstler-Societät academy was taken from A-Wsa, Haydn-Verein A 1/4d, Akademien 1772–1862, 
“Abrechnungen des Kärntnertortheaters 1772–1782 und des Burgtheaters 1783–1802.” Edge notes that the ticket 
sheets for plays and operas from the 1780s and 90s no longer survive. Edge, 70. 
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(seen below in Table 16) seem to have more or less held until 1792, with the exception of the box 
seats. The table below represents the ticket prices for the Society’s first academies in the 
Kärntnertortheater and the Burgtheater, as well as in 1792 when ticket prices saw a significant 
drop for multiple seating options.  
 
TABLE 16: Tonkünstler-Societät Ticket Prices122 
 
1772 (Kärntnertortheater) 1783 (Burgtheater)123 1792 (Burgtheater)124 
Seating  Price Seating Price Seating  Price 
1st Parterre 1 fl 25x 1st Parterre 1 fl 25x 1st Parterre 1 fl 
2nd Parterre 24x 2nd Parterre 24x 2nd Parterre 24x 
3rd Floor 40x 3rd Floor 40x 3rd Floor 30x 
4th Floor 24x 4th Floor 20x 4th Floor 17x 
5th Floor  10x Officers of the 
Garrison  
45x Officers of the 
Garrison  
20x 
Boxes—1st and 
2nd floors 
4 fl 15x Boxes—Ground 
floor, 1st and 2nd 
floors 
4 fl 16x Boxes—Ground 
floor, 1st and 2nd 
floors 
4 fl 30x 
Boxes – 3rd 
Floor  
2 fl 30x Gesperrte Sitze, 
1st Parterre 
1 fl 42x Gesperrte Sitze, 
1st Parterre 
1 fl 20x 
Gesperrte Sitze 1 fl 42x Gesperrte Sitze, 
3rd Floor 
50x Gesperrte Sitze, 
3rd Floor 
40x 
 
As seen in Table 16, the most costly tickets were located in the First Parterre and the box 
seats and were thus occupied by the wealthiest patrons. Subscription lists from Burgtheater from 
1774–1775 indicate that members of the affluent Esterházy, Palffy, and Auersperg families 
regularly attended performances,125 and it is possible that they also attended the Tonkünstler-
Societät academies. These locations in the theater were some of the best spots in the house for 
their proximity to the stage and their high visibility by other audience members in the theater. As 
                                                 
122 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802.” 
123 This column reflects the ticket prices from the Lent academies; during Advent the ticket prices for the 
box seats went up slightly to 4 fl 20x. 
124 This column reflects the ticket prices from the Lent academies; during Advent, the ticket prices for the 
Officers of the Garrison were raised to 30x. 
125 Rice, Salieri, 37. 
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seen in Appendix E, around 80–140 patrons occupied the First Parterre nightly, while the box 
seats were met with mixed popularity, and there were long spans where the Society sold, at most, 
twenty-five boxes nightly.126 The most popular sections were the Second Parterre/fourth floor, 
and the fifth floor (in the Kärntnertortheater only) where tickets were much cheaper (around half 
the price of a ticket for the First Parterre), thus suggesting that many of those in attendance may 
have belonged to the upper middle class.127 We can also see that the cheapest tickets were around 
10–20x, meaning that servants and lower class citizens were financially unable to attend. For 
instance, a domestic servant who earned 14x a day (or 7 fl a month) would have to spend more 
than half of his daily wages on a ticket, while a seamstress who earned 3 ½x a day would have to 
save her wages for up to six days to see a show.128   
For some of those in attendance at the theater—whether it be for operas, plays, or the 
Tonkünstler-Societät academies—listening to the music was not necessarily a priority. As one of 
the primary places for social interaction, audience members could socialize with each other, be 
entertained, and see the emperor.129 Pezzl remarks of the audience at the Burgtheater: 
The members of high society are present in their finery, their 
expression pleasing and agreeable, in keeping with the well-known 
maxim: Spectatum veniunt, spectentur ut ipsae [‘They come to see 
and to be seen’]. All around, a collection of notable men: ministers, 
whose mien speaks of important plans, generals with scars gained 
in fighting for the fatherland. To see these people and especially 
everyone who otherwise wears a serious expression suggesting a 
preoccupation with affairs, shedding their troubles and laughing, 
flirting, teasing, joking, amidst a group of friends—that is 
                                                 
126 As seen in Appendix E, the Society typically sold more tickets for opening nights. 
127 Most of the box office reports until 1783 group the Second Parterre and the fourth floor together, likely 
because these tickets were the same price. This makes it difficult to distinguish how many people were sitting in 
each section. Appendix E includes the number of tickets sold for Tonkünstler-Societät academies in each section. 
128 Rice, Salieri, 37. 
129 Rice explains that in many opera houses, the ruler’s box was typically near the stage so that he could be 
seen by audiences, who would know to applaud with him throughout the performance. See Rice, Mozart on the 
Stage, 196–98. 
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something I treasure as much as seeing the actual spectacle on the 
stage.130 
 
 The idea of “seeing and being seen” rings true for the attendees of the Tonkünstler-
Societät, and Pezzl’s observation seems to support the notion of habitus—that is, a series of 
embodied practices that determine how people perceive and act in the world.131 The Society’s 
audience primarily consisted of Vienna’s wealthy elites who were educated, both in terms of 
etiquette and in musical conventions.132 Concert-goers displayed their wealth and class—and by 
extension, good taste—through their appearance (fine clothing, highly decorated uniforms, etc.) 
and also by their position in the theater—whether in one of the expensive boxes on the side or 
directly in the Parterre Noble, located directly in front of the stage and in the center of the 
concert hall. In particular, Paul Wranitzky noted in the meeting minutes that the Tonkünstler-
Societät academies were “diverse spectacles” where people came to listen to music, look at the 
decorations, talk with friends, and gamble.133 This atmosphere, coupled with the fact there were 
few other entertainment options, probably enticed at least some audience members.  
A related notion is the Society’s decision to program music, namely the oratorio, that 
would appeal to the upper class (who were exposed and trained to both understand and 
appreciate high art), as opposed to popular songs or dance numbers. This reinforces the idea that 
the Society was comprised of “musical artists,” who were practitioners of good taste and art 
music. In appealing to the upper classes through programming, the organization could attract 
wealthy, generous audience members willing to donate to a charitable cause. In this light, some 
patrons likely made an appearance at Tonkünstler-Societät academies to paint themselves as 
                                                 
130 Pezzl, 110. 
131 See Pierre Bourdieu, Distinction: A Social Critique on the Judgement of Taste, trans. Richard Nice 
(Cambridge: Harvard University Press, 1984). 
132 Some of these audience members would have been skilled or amateur musicians, which Bourdieu 
indicates would play a factor in determining a person’s “cultural capital.” Bourdieu, 13. 
133 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: February 18, 1796, No. 5. 
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benevolent with the hopes of improving their image in the public eye. Yet, the Society’s decision 
to bring a musical genre with aristocratic connotations into the public concert hall calls into 
question the organization’s intentions. Is it possible that the Society hoped to educate a new, 
diverse audience of listeners, expanding its patronage to those in the wealthy middle class? In so 
doing, the organization could expand its audience and thereby increase its profits. Indeed, the 
sections of the theater that sold the most tickets were the cheaper sections located in the Second 
Parterre and fourth floor, which such concert-goers might sit. In this way, the Society could 
educate a new group of listeners on what was “good” music, while also earning money for its 
widows. 
 
EXPENSES 
The Society kept meticulous records of its income and expenses, which are detailed in the 
account books and other documents in the archive. The ledgers found in the annual reports 
provide details on the amount the organization spent for each academy. While the income was 
largely limited to ticket sales, donations, and the sale of librettos, the expenses were much more 
extensive. Using these materials, I strive to reconstruct and better understand the costs the 
Society accrued when organizing and presenting its academies. Though the Society saved much 
money by asking a composer to donate the score and requesting the musicians perform gratis, the 
organization was responsible for hiring a copyist and carpenters, as well as purchasing the 
elements necessary for lighting the theater and putting on the event. In addition to engaging a 
cheap musical ensemble, the Society was also able to keep its costs down by occasionally 
repeating repertoire (thus saving in copyist costs). 
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The most thorough expense records are listed in the first and fourth quarters’ Extra 
Ausgaben section in each account book, beginning in 1772. A document found in the Beilagen 
box titled “Summarium Der Ausgaben beÿ den Societät’s Academien” (Summary of Expenses 
for the Society’s Academies) includes a detailed breakdown of the amount spent on academies 
through the 1770s. Most helpful in supplementing this list is a document titled “Entwurf” 
(“Draft”), which was compiled by Rechnungs Revisor Joseph Scheidl in 1780.134 This document 
serves as a sort of blueprint for running the academy. It lists the jobs needed to be done, often 
with particular people assigned to the task, and indicates how much they were paid. The 
“Entwurf” also includes instructions for some of the jobs, detailing how much wax, lighting, and 
oil was allotted for rehearsals and for concerts, the specific projects the carpenters needed to 
complete, and directions for the wagon drivers. Another document in the Society’s Beilagen box, 
titled “Anzeige” (“Notice”), details the financial report for the year 1783, describing what costs 
were incurred, often in comparison to previous years.135 Despite the extensive documentation 
available to us, it is difficult to determine an average sum spent on academies, as the costs 
depended on the accessibility of repertoire chosen, unexpected expenditure, and investments 
(meaning products purchased and intended for use in multiple academies). For instance, in Lent 
1783, the total spent on the academy was a whopping 734 fl 56x, making it one of the more 
expensive concerts. This high expenditure is largely due to the Society’s change in venue from 
                                                 
134 The caption on the document reads: “Wie künftighin das zu denen Musical: Societäts Academien 
nöthige Theatral: Personale ein für allemal Vortheilhafter bestellet, und bezahlet werden kann.” (“How in the future, 
the necessary theatrical personnel required for the Society’s musical academies can once and for all be hired and 
paid in a more beneficial way.”) See A-Wsa, Haydn-Verein A 3/1, Beilagen, 1771–1800, “Entwurf,” January 7, 1780. 
135 The caption on the document reads: “An die Löbl: Musical: Wittwen und Waisen Societät über die von 
mir Endes geferttigten in der Jahres Wohnung die Anno 1783.” (“For the laudable Musical Widows and Orphans 
Society which in the end I prepared in the yearly account for the year 1783.”) See A-Wsa, Haydn-Verein A 3/1, 
Beilagen, 1771–1800, “Anzeige,” 1783. 
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the Kärntnertortheater to the National Theater, and to asking their carpenter to reconfigure the 
orchestra setup for the new space.136 
There was a series of recurring costs that the Society had to pay when organizing 
academies, most of which can be found below in the Society’s expenditure list for the Advent 
1783 variety academy, which featured several works by Haydn and was Mozart’s first 
appearance with the Society.137 This was also the Society’s second concert series after moving to 
the Burgtheater.138  
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
136 The interaction between the Society and the carpenter is peppered through the meeting minutes during 
1783.  
137 For the entire concert program, see Appendix C. 
138 A-Wsa, Haydn-Verein B 5/13, Societäts-Rechnung vom Jahr 1783, 4tes Quartal, von 1st November bis 
31st January 1784, Extra Ausgaben.  
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TABLE 17: Expenditure List for the Advent 1783 Academy139 
Account Book Entry Cost  
den H: Theattral officianten für Bemühung deren den 22 et 23 Xbris gehaltenen 
Mus. Accademien samt 3 zu Eröfnung der gesperten Sitz, 1 Trücherl, 1 Zetul 
Trager, 1 Corporal und 3 feuerleuthen mit  
(The Theater officials for service on December 22 and 23 for the Musical 
Academy, including 3 to open the seats, 1 small chest, 1 playbill distributor, 1 
Corporal [i.e. policeman], and 3 firemen)  
41 fl 44x 
H: Theatheral Inspectori wie gewöhnlich für seine Bemühung  
(Theater inspector for his effort as usual) 
15 fl 
dem Instrument diener für seine Bemühung wie gewohnlich  
(The instrument servant for his effort as usual) 
12 fl 40x 
dem Copisten für Copiatur und extra für seine Bemühung   
(The copyist for copying and extra for his effort) 
50 fl 10x 
dem Theatter Ansage[r] Säki für 3 dienste wie gewöhnlich  
(The theater announcer Säki for 3 services as usual) 
3 fl 
dem Buch Truker laut Beylag  
(The book printer according to the attachment) 
18 fl 54x 
Zweÿ Stempel a 15Xer zum Contract mit H. Tischlermeister Schubert  
(Two revenue stamps at 15xer for the contract with the carpenter Schubert) 
30x 
für Wachs laut Conto  
(For wax according to the bill) 
32 fl 15x 
den Zwey Liechter Butzern samt Inslich, öll, et Kerzen  
(For the two lamp menders, tallow, oil, and candles) 
12 fl 3x 
den Decorations Aufseher für Aufstellung des Decorations Saal  
(The decorations overseer for the installation of decorations in the hall) 
8 fl  
die den Loggi Meister extra bewilligte zulag mit  
(For the Logemeister, an extra bonus granted) 
2 fl 40x 
extra kleine Ausgaben laut Beylag  
(Small extra expenses according to the attachment) 
8 fl 36x 
dem Tischler Meister wegen hin, und her führung des Orgester samt Züns 
(The master carpenter for the transport of the orchestra to and fro including 
rent) 
40 fl 
Wagen für 5 fuhren laut Beylag à 1f 8Xr 
(The wagon for 5 hauls at 1f 8Xr each) 
5 fl 40x 
Total 251 fl 12x 
 
 
 
                                                 
139 My thanks to Michael Lorenz for his assistance with this table. 
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As seen in Table 17 above, the organization paid the most for copyist fees, printing fees, 
and the money given to the academy officials for their service. Copyist fees were typically the 
highest expense that the Society incurred on a regular basis; however, such fees could fluctuate 
drastically depending on the repertoire chosen and on the amount of time the copyist and his 
assistants had to complete the work. Oratorio manuscripts were often given to the copyist late, 
repertoire was known to change at the last minute, and the ensemble needed an extraordinary 
number of parts. The prices charged typically ranged from a mere 9 fl in 1783, when the Society 
performed a revival of Ulbrich’s Die Israeliten in der Wüste, to 198 fl for the 1775 premiere of 
Haydn’s Il ritorno di Tobia. Though some scholars have assumed that the Society worked 
exclusively with the well-known copyist Joseph Arthofer,140 this is actually not the case. The 
account book for 1779 reveals that the Society was paying Elias Fleishmann to be its copyist. A 
passage recorded in the meeting minutes shows that he complained of the illegible text he was 
expected to read and recopy and indicated that he was completing this work on his own, 
presumably without an assistant.141 Despite the fact that the Society increased his pay to 6x per 
bifolia (Bogen), Fleismann resigned his position.142 At its next meeting, the Society hired 
Arthofer at his normal fee of 5x per bifolia.143 
The Society employed a number of people to assist during academy performances, 
including academy officials, who were responsible for various tasks on the night of the 
performance. These positions include the Cashier (Cassier), Controlor, the Logenmeister, 
someone to open the gesperrte Sitze (die gesperrte Sitze aufzusperen), the playbill distributor 
                                                 
140 See Rita Steblin, “Beethoven Mentions,” 166–68. 
141 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 3, 1779, No. 7. 
142 A-Wsa, Haydn-Verein, B 5/8, Societäts-Rechnung vom Jahr 1778, 4tes Quartal, von 1st November bis 1st 
February 1779, Extra Ausgaben, “Copiatur vor 1041 bögen a 6xr laut beylag, 104 fl 6 xr.”  
143 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: April 13, 1779, No. 13. For information on Arthofer, 
see Dexter Edge, “Mozart’s Viennese Copyists” (PhD dissertation, University of Southern California, 2001), chapter 
8. Steblin, 166–68.  
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(Zetteltrager), the box servant (Logen Diener), and a Corporal.144 Beginning in the 1780s, the 
Society employed at least two announcers to assist with advertising for academies (often 
“announcing” future events after other performances), transportation, and other small tasks. For 
example, the announcer Föderl was employed by the Society and, in addition to the sum he 
earned during the academy season (16 fl 40x), he received regular quarterly payments of 7 fl 
30x. The other announcer, Josef Zaskÿ (also written Cazkÿ), was an employee of the National 
Theater. Regularly paying an announcer would ensure year-round publicity for the Society’s 
academies, but employing an additional announcer leading up the academy could mean much 
more advertising following other theater performances and another person to assist with 
preparations as needed. Beginning in 1781, the Academy Inspector was paid a modest sum for 
his work organizing the academies; this payment was only given during the first and fourth 
quarters of the year, which is when the academies occurred. In the 1780s, the Society also 
employed servants or assistants for the elderly Society president, Giuseppe Bonno. With Bonno’s 
poor health and old age, it seems likely that the Society hired someone to assist him in attending 
the academies. These payments began in 1776 and continued intermittently until his death in 
1788.145 The Society on occasion hired servants to assist the composers whose oratorios were 
featured at academies.146 
The Society regularly employed carpenters to build risers and flats for the stage, allowing 
the musicians to see and to be seen and to accommodate the sizable musical forces. For the 
academies, the carpenter was tasked with setting up the stage and making any last-minute 
                                                 
144 These positions, including the payments they received, are listed on the aforementioned “Entwurf” 
document. In addition, this document lists the Society members who would be working on the different levels of the 
theater who were not paid. A-Wsa, Haydn-Verein A 3/1, Beilagen, 1771–1800, “Entwurf,” January 7, 1780. 
145 These payments only appear in the first and fourth quarters, so the servant was not hired for the entire 
year—just to assist with academies.  
146 Each time Kozeluch’s oratorio was featured (in 1787 and 1790), the Society hired a servant to assist 
him. I was unable to find information on the servant’s exact duties, but perhaps he assisted Kozeluch with 
transportation to and from the rehearsal and concert spaces, as well as with rehearsal preparations.  
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adjustments to the layout. Perhaps his largest undertaking was constructing a new stage setup to 
align with the dimensions of the Burgtheater, where the Society moved its concerts in 1783.147 
For this job, the organization hired the carpenter Albert Schuwerk to build the stage (referred to 
most often as the Orchestre Stelle). Schuwerk measured the theater’s existing stage and built a 
small model for the Society’s approval before beginning work on the actual structure, which had 
to be portable and small enough to get inside the hall without damaging the gates outside of the 
Imperial Riding School. Schuwerk was tasked with helping find a facility the Society could rent 
or purchase in which to store the stage when not in use. The Society also assigned him small 
building projects, such as constructing a riser for timpani in 1796.148  
The Society’s account books carry several refences to “decorations,” which begs the 
question: Was the stage at the Tonkünstler-Societät academies adorned with decorations? 
Sometimes, eighteenth-century sources use the word Decoration to describe a flat or riser added 
to the stage, but this term could also refer to a simple scenic backdrop. With regard to the 
Society, mention of decorations is listed separately from the amount paid to the carpenter for 
labor and supplies, therefore suggesting that the Society added a festive, eye-catching element to 
the stage. As seen in Table 17, the Society also occasionally hired a “decorations overseer,” who 
likely oversaw the set-up for the hall in preparation for the academy series. Decorations were not 
uncommon for early- and mid-century oratorio performances, as seen previously in Figure 5.149 
The poet Metastasio wrote of Viennese academies in 1755: “the numerous orchestra and the 
many singers who serve in the chorus are raised on the stage in well-disposed steps, and 
                                                 
147 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: February 20, 1783, No. 11 and A-Wsa, Haydn-Verein B 
2/1, Sitzungsprotokolle: February 22, 1783, No. 13. 
148 A-Wsa, Haydn-Verein B 5/26, Societäts-Rechnung vom Jahr 1796, 1tes Quartal, von 1st February bis 
ultimo April, Extra Ausgaben. 
149 Spitzer and Zaslaw, 357. 
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surrounded by scenery of the finest architecture.”150 Commenting just a few years later (1758), 
Philipp Gumpenhuber, the secretary to Musikgraf Count Giacomo Durazzo, describes a similar 
setup for the fifteen Lenten academies. These academies included miscellaneous and oratorio 
productions, with elaborate sets and backdrops that changed every few nights.151 By adding 
decorations to the otherwise barren stage, concert organizers could add interest to the 
performance and make the hall better resemble operatic entertainment. Adding decorations to the 
hall was not a regular expense the Society incurred, suggesting that such a practice was done on 
special occasions.   
In general, the Society did not compensate musicians or composers for their contributions 
to the yearly academies. All Society members were required to participate in some capacity, and 
performers and composers who did not belong to the academy donated their services. While the 
Society did not pay composers, it seems that they were open to paying librettists. As discussed in 
Chapter 4, the Society paid Lorenzo da Ponte and Nunziato Porta to revise several librettos for 
the organization. In 1776, it paid Anton Ulbrich, a member of the Society and a bass singer at the 
court, to translate Ferdinando Bertoni’s Latin oratorio, David poenitens (1775), into German.152 
In addition to receiving payment to complete the work, Ulbrich received billing on the printed 
concert posters and his name was prominently displayed on the librettos sold to theatergoers.  
Another expense the Society briefly incurred was for renting the hall. The extra income 
reports (Empfang an extra Einnahm) in the earliest account books show that the Society rented 
the theater from its impresario. From 1772 until 1776, the cashier recorded the total amount 
earned on the opening night of the performance, but only half of the amount earned on the 
                                                 
150 See Bruce Alan Brown, Gluck and the French Theatre in Vienna (Oxford: Clarendon Press, 1991), 118. 
151 See Morrow, 41–45. 
152 “H: Anton Ulbrich wegen übersetzung des oratorÿ in das Teutsche, 16 fl.” A-Wsa, Haydn-Verein B 5/6, 
Societäts-Rechnung vom Jahr 1776, 1tes Quartal, von 1st February bis ult April 1776, Extra Ausgaben. 
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second night. The practice of giving part of a night’s earnings to a person or purpose was not 
uncommon at this time. In discussing theater life, Pezzl writes that on the third performance of a 
new play, the poet could receive the proceeds from the night’s ticket sales (excluding box seats 
and season subscribers).153 This practice ended in 1776, the year that Joseph II took control of 
the theater, and suggests that the impresario was benefitting for a brief time from the 
performances, as well as the Tonkünstler-Societät. 
+++ 
The Society generated income at every concert it hosted, with gross takings ranging from 
538 fl for one academy in 1792 to a series of three performances in 1772 that earned 3,515 fl 
total.154 In addition to the money earned from ticket sales, the Society also sold librettos at the 
door (though not much income was generated from this source) and often received donations. 
Despite the occasional donations the Society received, Mary Sue Morrow notes that 
philanthropic concerts that were hosted just a few times (as opposed to the Tonkünstler-Societät’s 
annual academies) often generated more income. While Morrow does not offer any rationale for 
this trend, perhaps audiences relished the prospect of enjoying fresh entertainments and 
supporting new causes.155      
Despite the amount of time and preparation the Society spent organizing its academies, 
these concerts were not the organization’s primary source of income during its first twenty-seven 
years. The proceeds collected from the membership through entrance fees, dues, and fines 
accounted for about half of the Society’s yearly income most years. Still, this income played an 
                                                 
153 Pezzl, 109. 
154 Appendix D provides an overview of gross income and net income (i.e. profits), as well as expenses for 
each Tonkünstler-Societät academy. I use gross income totals in this dissertation because the net profits are not 
always the best way of financially measuring the success of an academy.  
155 Morrow, 137–38. Morrow includes a table (only spanning from 1794–1804) of some known benefit 
concerts occurring in Vienna, for causes such as war widows and orphans, wounded soldiers, the theater poor, and 
hospitals. Her data for the Tonkünstler-Societät academies includes a handful of academies from 1781–1801.  
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important role in building the organization’s pension fund, especially with the Haydn 
performances leading into the nineteenth century. The proceeds earned from the academies 
helped to make pension payments, support sick members, and cover expenses accrued from the 
academies. As shown above, the academies were not excessively costly, as the Society did not 
pay to rent the hall, pay the musicians, or compensate the composer who penned the oratorio 
performed—all of which kept costs down. Still, it was essential that the organization host 
academies, especially in its formative years, to grow its savings in order to support the increasing 
number of widows, orphans, and sick members. The academies also served as an opportunity for 
the Society to earn donations from benevolent Viennese citizens (including the emperor and 
empress) and to potentially attract new membership.   
 
PUBLIC IDENTITY AND CRITICAL COMMENTARIES 
 
Despite their presence in concert life, the Tonkünstler-Societät academies are rarely 
mentioned in Viennese periodicals. During the late eighteenth century, the bulk of Vienna’s 
musical life was occasionally chronicled in various political and literary newspapers, including 
the Weiner Zeitung, the Realzeitung, and various theater almanacs. These reports, however, are 
typically short, contain very little criticism, and not all of the concerts given in the city received 
coverage.156 Vienna did not have a magazine devoted to music until after 1810, though Morrow 
mentions a few short-lived ventures, including the Wiener Journal für Theater, Musik und Mode 
(1806), and the Wiener Theater Zeitung (1806–08).157 Morrow explains that this is partially due 
to the general lag of German-speaking countries behind the rest of Europe in developing new 
                                                 
156 In Leipzig, Johann Adam Hiller’s Wöchentliche Nachrichten und Anmerkungen, die Musik betreffend 
(1766) was one of the first periodicals that included non-critical information about concerts and musical activities. 
Nineteenth-century periodicals contained more critical reports; however, the language used was mostly untechnical 
and instead focused on issues of style and aesthetics. See Fred Everett Maus, et al., “Criticism,” Grove Music 
Online, Oxford Music Online, Oxford University Press, accessed March 23, 2016. 
157 Morrow, 193–94. 
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publications and the nature of the Viennese, who craved the new rather than to chronicle the 
old.158  
 Concert announcements for, and brief, non-critical reports on, the Tonkünstler-Societät 
academies can be found in a few of Vienna’s periodicals and almanacs. One of the primary 
newspapers of the time was the Weiner Zeitung (known as the Wiener Diarium until 1780), a bi-
weekly periodical that was controlled by the court. Though the newspaper primarily focuses on 
all of the activities of the court and on news from various European regions, it also includes 
information about crop prices, death notices, items for sale, and apartments for rent. Concert 
announcements could be found following the obituaries in the multi-purpose section titled 
Anhang. Until the 1790s, however, announcements for Tonkünstler-Societät academies were 
rarely run in the days immediately preceding or succeeding a concert cycle. Occasionally, 
mention of the Society’s academies can be found on one of the first few pages, which document 
in detail the court’s activities for the days listed, with the implication that the emperor attended 
the academy. Such reports include the academy program, the names of performers, and 
occasionally indicate if the emperor donated money.  
The December 1796 performances of Franz Xavier Süssmayr’s Der Retter in Gefahr 
received much attention from the Weiner Zeitung, most likely due to the popularity of the piece 
and its political connection (discussed further in Chapter 5).159 Announcements, like the one in 
Figure 12, ran in the two issues of the newspaper published prior to the premiere (December 14 
and 17). On December 24, the newspaper documented Emperor Franz’s attendance, and the 
December 31 issue included a substantial report on the concert, which noted that the Emperor 
was satisfied with the academy and that the performance received enthusiastic applause.  
                                                 
158 Ibid., 194. 
159 Issues of the Weiner Zeitung among other Austrian newspapers were digitized by the Österreichischen 
Nationalbibliothek and are accessible at http://anno.onb.ac.at/. 
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FIGURE 12: Concert Announcement, Wiener Zeitung, December 17, 1796160  
 
Transcription: Nachricht: Die musikalische Wittwen= und Waisen=Gesell=schaft gibt sich die Ehre, einem hohen 
Adel, und dem verehrungswürdigen Publikum bekannt zu ma=chen, daß sie die in dem k. k. grossen 
Redouten=Saale mit ungetheilten Beyfalle aufgeführte vater=ländische Kantate: Der Retter in Gefahr, wel=che ihr 
Herr Kapellmeister Süßmayr als ein Zei=chen seiner besonderen Erkenntlichkeit gegen die bey=den k. k. Orchester 
für ihre unverbesserliche Aus=führung derselben überlassen hat, den 22. und 23. d. M. im k. k. National=Hoftheater 
aufführen wird. Die Gesellschaft hofft durch die Wahl dieser belieb=ten Kantate ganz dem allgemeinen Wunsche 
eines hohen Adels, und des verehrungswürdigen Publi=kums entsprochen zu haben. Uibrigens wird den ersten Tag 
Herr Wölfl auf dem Forte-Piano, den zweyten Tag Herr Schindlöcker auf dem Violon-cello ein Concert zu spielen 
die Ehre haben. 
 
Translation: Notice: The musical widows and orphan’s society has the honor to inform the high nobility and the 
respectable public that it will perform the patriotic cantata Der Retter in Gefahr on the 22nd and 23rd of this month 
in the k.k. National-Hoftheater. This piece was already performed in the k. k. great Redoutensale and received 
undivided applause, and which Kapellmeister Süßmayr, as a symbol of special gratitude, gave to both k. k. 
orchestras based on their fantastic performance. The Society hopes that the selection of this popular cantata complies 
with the desires of the nobility and the public. Also, on the first day Herr. Wölfl will play the fortepiano and the 
second day Herr Schindlöcker will have the honor to play a cello concerto. 
 
 
Occasionally, the Society’s academies were reported on in the Realzeitung, though such 
coverage was less common. Running from 1771 until 1786, the Realzeitung included book 
reviews, articles on the economy, religion, public affairs, and other public interest pieces, as well 
                                                 
160 Wiener Zeitung, December 17, 1796, 3756.  
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as intricate diagrams of machinery and maps. Issues also contained theater reports 
(Theatralnachrichten) which took on various formats. The example below is a concert report 
published after one of the Society’s academies in 1772; other items published in this section 
include theater and opera reviews as well as lengthy articles about theater life. Over time, the 
Realzeitung devoted less coverage to musical events, and by 1785 all concert announcements 
were collected under the heading Art Notices (Kunstanzeiger).161 
 
FIGURE 13: Concert Report in the Realzeitung, 1772162 
 
Transcription: Den 17. eine große musikalische akademie zum Vortheile der von den Tonkünstlern für die 
unter=haltung der Witwen und Waisen errichteten Gesell=schaft, wobey das Oratorium von 5. Stimmen des 
berühmten Herrn Abts Metastasio gesungen ward, genannt: Die Heilige Helena auf dem Kavarienber=ge: Die 
Musik, Sänger und die übrigen Instru=mente zusammengenommen, die aus mehr denn 180. Personen bestunde, ist 
von Hrn. Hasse ganz neu dazu verfertiget worden Herr Lotz in Diensten des Fürsten von Rohan Durchl. ließ sich 
zwischen den beyden Abtheilungen des Oratoriums mit einem Con=zerte auf dem Clarinette hören. 
 
Translation: Translation: [On] the 17th [was] a great musical academy for the benefit of the musicians for the 
sustentation of the widows and orphans of the established Society, whereby an oratorio for five voices by the famous 
Abbate Metastasio was sung, titled Santa Elena al Calvario. The music, singers and remaining instrumentalists 
combined, consisted of more than 180 people; it was a completely new composition by Hasse. Between both acts of 
the oratorio Herr. Lotz, who is in the service of the Prince of Rohan Durchl, played a clarinet concerto. 
 
Traces of the activities of the Society’s academies are found in various almanacs 
circulating from the 1770s to the late 1790s. Joseph Sonnleithner’s short-lived Wiener Theater-
                                                 
161 Morrow, 199. 
162 Realzeitung der Wissenschafien, Künste und Kommerzien, 1772, 817.   
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Almanach (1794-96) includes the previous year’s theater schedule, which mentions the 
Tonkünstler-Societät academies but typically does not include the title of the work performed, 
and also lists the new operas and ballets, the singers and dancers employed at the theaters, and 
essays on a variety of musical topics.163  The essays are particularly interesting as a few of them 
focus on composers linked to the Society, including Florian Gassmann and Antonio Salieri, 
which perhaps illustrates the readership’s interest in learning about notable composers living in 
Vienna.164  
Accounts of some of the Tonkünstler-Societät academies are recorded in private diaries 
and letters, which allow us a brief (though incomplete) glimpse of how others perceived the 
Society’s activities. One of the most cited figures in Viennese theater history was Count Carl von 
Zinzendorf, who chronicled his daily activities including trips to the theater in his Tagebüchern; 
however, his musical entries contain relatively few details of the Society’s concerts (which he 
referred to in French as the “au grand Concert des Veuves”).165 In one particularly juicy entry, 
Zinzendorf mentioned that a few nobles attempted to sneak into the concert without paying, 
which suggests a lack of honor among some of the attendees, who evidently did not take the 
Society’s cause seriously.166 Another well-known diarist was Carl Rosenbaum, a former 
employee of the Esterházy family who began attending academies in 1797. In his entries, 
Rosenbaum predominantly discusses the famous soprano Therese Gassmann, whom he married 
                                                 
163 Sonnleithner is an important figure in Viennese music and theater history. A few of his many 
accomplishments include serving as artistic director for the Theater an der Wien (1804) and secretary of the court 
theaters (1804–14), as well as reworking Jean-Nicolas Bouilly's Léonore, ou L'amour conjugal, the text that became 
Beethoven’s Fidelio. He was also one of the founders of the Gesellschaft der Musikfreunde (1812). See Ewan West, 
“Joseph Sonnleithner,” in Grove Music Online, Oxford Music Online, Oxford University Press, accessed March 23, 
2016. 
164 The almanac was published once a year and all three issues are accessible online from the Bayerischen 
Staatsbibliothek at http://www.bsb-muenchen.de/index.php. 
165 Excerpts of Zinzendorf’s Tagebuch are published in Link, 191–398 and Wien von Maria Theresia bis zur 
Franzosenzeit: Aus den Tagebüchern des Grafen Karl von Zinzendorf, trans. Hans Wagner (Vienna: Wiener 
Bibliophilen Gesellschaft, 1972). 
166 My thanks to Dorothea Link for sharing this anecdote from Zinzendorf’s diaries with me. 
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in 1800, and frequently mentions how beautifully she sang or how much applause she received. 
Only on occasion does he mention his impressions of the Society’s concerts in general, and his 
entries are quite short and blunt. Of the December 22, 1798 academy he writes: “Haydn’s 
Military Symphony was the best, the Concertino with mandolin and organized trumpet was also 
well received; [Anton] Teyber, at the pianoforte, was extremely wretched and confused, and the 
Empress’s cantata [likely Ettore Romagnoli’s Psalms 45 and 46] fell straight into the pit. No one 
other than Therese was applauded.”167  
Similar mixed sentiments were expressed by the Swedish composer Joseph Martin Kraus, 
who attended the Lent 1783 academies featuring Ulbrich’s Die Israeliten in der Wüste. Kraus’s 
detailed analysis (discussed further in Chapter 4) conveys his sundry opinion of the music and 
performers.168 Kraus is quite critical of the entire performance, but he seemed to find aspects of 
the music, such as the elaborate chorus in the first act, favorable. He is nevertheless fairly 
dismissive of the vocalists, commenting that Joseph Hoffman was a “wretched bass” and that 
Therese Teyber’s act one aria performance was “very poor and her lack of understanding [of the 
text] was made more apparent still through the ill-suited cadenza on the last line.”169 A major 
qualm Kraus had with the concert was the sound balance; at times he could not hear the vocalists 
because of the extensive orchestra employed, and at other times because the sound of a particular 
instrument group did not clearly project to where he was sitting. The Society was aware of issues 
regarding balance and projection in the concert hall, but this was only one of several 
performance problems the Society was combating.  
                                                 
167 Most of Rosenbaum’s diary entries that relate to music fall outside the scope of this paper as they 
describe events from the early nineteenth century, but are fascinating nonetheless for their insight into the concert 
scene and his candid comments about the performances. See Rosenbaum, “The Diaries of Joseph Carl Rosenbaum, 
1770–1829,” trans. Else Radant in Haydn Yearbook V (Bryn Mawr, Penn.: Theodore Presser Co., 1968): 7–149. 
168 It is interesting to note that Kraus’s initial impressions of the academy were mixed, but about a month 
later in a letter to his parents, he dismisses the concert, writing “The music did not come up to my expectations,” 
thus contradicting some of his earlier opinions. See Van Boer, 153.  
169 Van Boer, 143. 
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PROBLEMS WITH PERFORMERS 
Another, slightly unusual critique comes from the Society’s membership and reveals that 
the group regularly evaluated itself internally. Documents from the Society’s archives suggest 
that at least some of the members were indifferent about participating in the academies. In 1779, 
just eight years after the Society’s founding, the organization issued the Aufnahms Protocoll, a 
document that addressed the lack of participation and general lethargy felt among members 
during each academy season and offered penalties if members did not participate.170 The 
document begins with the following remark: “When establishing our Society, one would 
probably not have assumed that this soon it would be necessary to encourage the members’ zeal 
to support the benefit of the Society. Never could we foresee that the members themselves should 
explicitly refuse to fulfill their obligations to the Society.”171 It goes on to note that those 
members present and willingly participating were publicly embarrassed by their apathetic 
colleagues. The leadership was surprised that the Society’s membership would be so reluctant to 
participate in academy fundraisers for the institution. At the same time, the musicians were not 
being paid for their services and their families could not reap the benefits of their membership 
unless they grew very ill or died, which could explain their less than enthusiastic approach to the 
academies. With Vienna’s busy musical climate, it is also possible that musicians were offered 
paying performance opportunities—perhaps in aristocratic salons—which they would have 
rather accepted. The Society enforced the importance of working together in fulfilling the 
Society’s purpose and it was decided that those who chose not to comply would be expelled. The 
                                                 
170 A-Wsa, Haydn-Verein B 1/1 Aufnahms Protokoll, August 20, 1779. 
171 “Beÿ Errichtung unserer gesellschaft hätte man wohl nicht Vermuthen sollen daß es sobald nothwendig 
seÿn würde den Eÿfer der Mitglieder für den Nutzen der Societät aufzumuntern. Niemals aber konnte man 
vorhersehen daß Mitglieder sich ausdrüklich weigern sollten, ihre Pflichten gegen die Societät zu erfüllen.” 
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end of the document bears the signatures of the members from 1779–1843.172 Despite the 
Society’s setting of firm expectations and consequences through the Aufnahms Protocoll, the 
membership apparently continued its lackadaisical approach to academies and rehearsals. In 
1798 and at the suggestion of Haydn, the Society reminded its membership of their obligation to 
attend both academies and stay for the duration of each.173 
The issues the Society experienced with rehearsal and academy attendance likely, in part, 
affected the performance itself. In 1796, Society Secretary Paul Wranitzky wrote a lengthy note, 
that is copied in the meeting minutes, which discusses the deficiencies he heard in the Society’s 
Advent 1795 variety academy.174 From his place in the Parterre Noble, Wranitzky observed 
problems with the balance and projection of the ensemble and argued that the ensemble as a 
whole played poorly and without emotion.175 Wranitzky provided the assessors with a list of nine 
suggestions that he felt would improve the concert experience, including working with the 
carpenters to reposition the orchestra, placing the clavier and soloists toward the front of the 
stage, using a smaller chorus, encouraging the membership to mentor the boys choir, and 
programming symphonies and popular pieces instead of lengthy oratorios. Wranitzky’s 
comments put into words the struggles the Society faced in organizing its academies and would 
impact the way the organization approached such occasions in the future. We also see that at 
least some of the members cared deeply about the organization’s reputation and how it presented 
itself to the public. That the Society desired professionalism from its members and perfection at 
academy performances further speaks to the Society as a group of musical artists. 
 
                                                 
172 As members joined the Society, they were apparently instructed to read and sign the document. 
173 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle, March 10, 1798, No. 11. 
174 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle, February 18, 1796, No. 5. 
175 Issues with balance were not uncommon when performing concerts in theaters, as the sound was often 
absorbed before it reached the audience. See Spitzer and Zaslaw, 369.  
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+++ 
 
Wranitzky’s comments on academy programming are especially noteworthy and serve as 
the climax to the Society’s twenty-year struggle with the oratorio genre and Viennese taste. As I 
will demonstrate, the Society shaped its programming through changes to the language and 
musical structure; and by implementing trends that were popular in the opera theater, the 
institution hoped to appeal to audiences and thus increase attendance. By the 1790s, however, the 
Society performed fewer oratorios than before and Wranitzky’s proposal suggests an 
abandonment of the genre entirely. This mentality would be short-lived, as the Society’s first 
performance of Die Schöpfung in 1799 resulted in the largest profit the organization had raised 
from academies to date.  
The interlude and three chapters that follow closely explore the struggles the Society 
faced in selecting repertoire in its first three decades and how the works chosen aligned with 
Viennese taste. In the Interlude, I focus on the idea of taste and look specifically at the changes 
Haydn made to his first oratorio, Il ritorno di Tobia, commissioned by the Society in 1775. 
Haydn revised Tobia twice and, specifically, modifications were made to the work’s structure 
based on what the Society felt audiences wanted to hear. Chapter 3 delves into the Society’s 
earliest works, which are heavily influenced by Metastasio and the Italian oratorio style. From 
there, my study moves to consider the works that differ from this style, primarily in the 
exploration of the German language and later, the implementation of structural concepts akin to 
opere buffe into oratorios. My final chapter focuses on the 1790s, when the Society nearly 
abandoned the oratorio for symphonies and popular pieces.  
 
173 
 
INTERLUDE: JOSEPH HAYDN’S IL RITORNO  
DI TOBIA (1775) AS A BAROMETER OF CHANGE 
 
 In 1775, the whole of Vienna was captivated by Joseph Haydn’s new oratorio, Il ritorno 
di Tobia. Audiences received the work with generous applause and critics even likened the 
choruses to those found in the George Frideric Handel’s oratorios—quite the compliment 
considering Tobia was Haydn’s first attempt at the genre. Less than ten years later, however, the 
mood changed. Before the work was performed, the Society required that drastic changes be 
made to the structure and music. By the 1808 performance, it was deemed an “antiquated pot 
boiler” by Joseph Carl Rosenbaum, who also noted that the work “was not well-received.”1 
How and why did such a well-loved work written by a composer whose popularity only 
continued to grow over time, meet such a cruel fate? In his essay “Haydn’s ‘Il ritorno di Tobia’ 
und der Wandel des ‘Geschmacks’ in Wien nach 1780,” Bernd Edelmann analyzes the changing 
aesthetic toward the oratorio in 1780s Vienna, using Haydn’s earliest oratorio as a case study. 
Tobia underwent several drastic revisions, which Edelmann argues were necessary due to the 
rapidly changing musical taste of the Viennese. A careful look at the structure of the oratorio 
during the 1770s, 80s, and 90s reveals key information regarding musical trends during the late 
eighteenth century. Using Edelmann’s article as a springboard, in this Interlude I explore 
questions of Viennese taste and the Society’s response to it through the oratorio genre. This 
inquiry is meant to set up the final three chapters which delve even deeper into the Society’s 
repertoire.  
                                                 
1 Joseph Carl Rosenbaum, “The Diaries of Joseph Carl Rosenbaum, 1770–1829,” trans. Else Radant in 
Haydn Yearbook V (Bryn Mawr, Penn.: Theodore Presser Co., 1968): 145. 
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A key element in understanding the music commissioned and performed by the 
Tonkünstler-Societät involves considering the musical taste of its audience. Careful study of the 
Society’s meeting minutes reveals that the organization worked to better understand the musical 
interests of its audience and to select repertoire that coincided with these qualities. For the 
Society, bearing in mind the public’s preference was paramount since it relied on the earnings 
from ticket sales and donations to build its pension fund. A study of taste is always somewhat 
complicated, as the meaning and parameters of the term differ nationally or regionally, and 
further depend on the preferences of individual audience members. Nonetheless, by analyzing 
the concerts sponsored by the Tonkünstler-Societät over a period of about twenty-five years, 
certain trends emerge which can inform a study of musical taste in late eighteenth-century 
Vienna, showing how programming intersected with perceptions of audience preference. 
Moreover, while on the surface, the sheer number of new works commissioned and performed by 
the Society seems significant and suggests that the oratorio at the height of its popularity, closer 
examination of the situation reveals that the genre was actually in crisis, and that changes to the 
musical structure were being made in an attempt to keep the genre relevant to audiences.  
It is well known and only practical that composers frequently tailored their compositions 
to fit the aesthetic need of consumers, whether it be local or international audiences. When 
Joseph Haydn visited London, for example, he revised his Symphony No. 91 (originally written 
for the Parisian Comte d'Ogny for his concerts at the Concerts de la Loge Olympique), a cantata, 
and possibly his Symphony No. 54 because he had “to change many things for the English 
public.”2 But exactly how composers wrote their music or adapted it for particular locales and 
why can be dissected on several levels: the national taste for music, the diversity of the audience 
                                                 
2 Simon McVeigh, Concert Life in London from Mozart to Haydn (Cambridge: Cambridge University 
Press, 1993), 119. 
175 
 
(especially in terms of upbringing, class, age, etc.), the venues the music was heard at and their 
location in the city, and the music’s social function.3  
One strategy for understanding how public taste is created is to study concert reviews 
from the time; however, criticism on specific musical works (whether in the form of reviews 
published in periodicals or diary entries) is often non-existent or missing, especially in Vienna 
where concert reports were primarily lined with a rosy glow if there was any commentary at all.4 
In discussing Vienna, a helpful source is a 1766 article published in the Wiener Diarium entitled 
“Von dem Wienerischen Geschmack in der Musik” (On the Viennese Taste in Music).5 Here, the 
anonymous author (believed to be Carl Ditters von Dittersdorf) takes to task the negative 
response some North German critics gave compositions by Dittersdorf and Joseph Haydn.6 The 
writer first explains that taste is a force of the soul that is mostly inherent and can only achieve 
its full potential with the listener’s understanding of and experience with music. With taste, one 
can distinguish between good, bad, and mediocre music, which leads to music’s ultimate reward: 
“to please, to move, to touch, and to give delight.”7 Thus, we can infer from the writer that taste 
is largely an upper class aesthetic that is dependent on one’s upbringing, education, and 
appreciation for the arts. Those with a good upbringing (who therefore have good taste) are able 
to fully enjoy music and art and to assert the taste as cultural capital.  
                                                 
3 McVeigh, 119. 
4 See Mary Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (Stuyvesant, NY: Pendragon Press, 1989), 191–222. 
5 A translation of this article is found in H. C. Robbins Landon, Haydn:Chronicle and Works, vol. 2, Haydn 
at Esterháza, 1766–1790 (Bloomington: Indiana University Press, 1976–80), 128–31.  
6 There is some speculation as to who the anonymous author actually was. With the high quantity of court 
composers mentioned, some suggest the author was a composer bent on receiving a position in the court. Daniel 
Heartz argues that the amount of musical detail the author provides is telling, and suggests that Carl Ditters von 
Dittersdorf wrote the essay. See Heartz, Haydn, Mozart and the Viennese School (New York: W. W. Norton & Co., 
1995), 443–46 and his “Ditters, Gluck und der Artikel ‘Von dem Wienerischen Geschmack in der Musik,’” Gluck in 
Wien (Kassel: Bärenreiter, 1989), 78–80.  
7 Landon, vol. 2, 128. 
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The author apparently had no qualms asserting himself as a purveyor of fine (Austrian) 
taste. Inexperience and lack of knowledge were particularly offensive to him, and he was quick 
to scold the North German critics who “dare to write censorious opinions about our first 
composers, of which they understand not one single note; and despite this, they live in the 
complete conviction that they have a monopoly on good taste.”8  
He has negative assessments for the music heard elsewhere on the Continent and explains 
that “the French are still locked in the dullness of their Lully, and the Italians more and more 
tend to the bizarre.”9 The German (and Austrian composers, in particular), on the other hand, 
created a “musical empire” comprised of eminent composers including (Johann) Georg Reutter, 
Georg Christoph Wagenseil, Haydn, Dittersdorf, and Christoph Willibald Gluck.10 Notably, 
these composers primarily wrote “high” music for aristocratic or royal patrons, which was 
consumed by wealthy audiences—all with good “taste.” To the writer, it is up to a nation’s 
leading composers to shape and transform the taste or their region, which was a feat the 
Austrian’s took in stride, while the French and Italians struggled (from an outsider’s view, at 
least). Key to the Austrian composer’s success in constantly creating new works for public 
consumption, was his ability to write something “new and unexpected,” but not so unexpected 
that it becomes “impractical.” It is unfair for us to assume, like the anonymous writer, that the 
French and Italians were interested in “bad” music; each country clearly had its own preference 
for what was desirable music. We must also remember the author’s ulterior motive to show that 
Austrian music was far better than the continental competition.  
                                                 
8 Landon, vol. 2, 131. 
9 Ibid., 129. 
10 Heartz points out that these composers (in addition to the others listed) were criticized by the North 
German critics and that the author was bent on setting the records straight. Heartz, Haydn, Mozart and the Viennese 
School, 445. 
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The anonymous author describes the role of composers as leaders in taste-shaping, 
providing audiences with an outlet to experience music. But what of the other side of the 
equation: the emperor who often funded the productions, the impresarios and theater directors 
who organized the programs, and the audiences who purchased tickets? The preferences of these 
different parties involved in creating a distinct Viennese taste seem to surface through most 
scholarly surveys of the operatic programming during the late eighteenth century. Using the 
trends in operatic theater as a guide, I will give a brief overview of how the changes in Viennese 
Tonkünstler-Societät programming reflected new tastes. These points will be expanded in my 
remaining three chapters. 
 Johann Pezzl concisely summarizes the changes in taste experienced throughout Vienna 
from around 1740 until 1786: 
There is nothing more boring than a play which lasts too long.… 
Vienna has had its share of all varieties: French plays, Italian 
plays, Italian operas, the grand ballets by Noverre, German opera, 
etc….At the beginning one risked being half-crushed in one’s 
eagerness to attend a new piece. After a few years the house was 
deserted. Finally, they concentrated for a while on German 
national theatre, but one soon got bored by the monotony of that, 
too, and in 1783 the Emperor, who knew the insatiable curiosity of 
his faithful Viennese [subjects], restored to them, the Italian opera 
company, which is still the leading entertainment.11 
  
Pezzl’s remarks reinforce the anonymous author’s assertion that the Viennese craved new 
works—so much so that they risked box office stampedes—and became easily bored with 
monotonous compositions (perhaps meaning dramatically slow-paced or works that sounded too 
similar). The author also rightly points out the emperor’s involvement in Vienna’s theater 
activities. Since the seventeenth century, reigning European monarchs had much influence on the 
                                                 
11 Johann Pezzl, Skizze von Wien, in Mozart and Vienna, trans. H. C. Robbins Landon (London: Thames 
and Hudson, 1991), 136–37. 
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type of programming that was heard in theaters. For example, France’s Louis XIV founded the 
Académie Royale de Musique in 1669, while England’s Charles II reorganized the Chapel Royal 
and transformed the court into the center of musical patronage following the Restoration of the 
monarchy in 1660.12 The Habsburgs, too, were patrons to the theater, and Vienna’s theater scene 
reflected some of the favorite works and styles of each reigning monarch. During Maria 
Theresa’s long reign from 1740 until 1780, Italian opera seria, especially works that set the texts 
of the court poet Metastasio, was the prevailing form of entertainment.13 Within this genre, 
however, there emerged two different camps: the conservative side (favored by the Empress) 
championed the works of Johann Adolf Hasse and Metastasio, while the other (favored by her 
husband, Francis Stephen) supported Gluck’s opera reform. With their reliance on Metastasian-
style texts and opera seria formal structures, the Tonkünstler-Societät’s earliest works appear to 
reflect the conservative style preferred by Maria Theresa, who was also the Society’s first patron. 
Soon after the ascension of Joseph II as co-regent in 1765, changes were made to theater 
programming to both reflect the preferences of the new monarch and to almost certainly align 
with the tastes of a younger generation. In 1776, Joseph II disbanded the opera buffa troupes and 
founded the German National Theater, which specialized in German theater and Singspiel 
productions. As we will see, this venture was short-lived and was eclipsed by the opera buffa 
company in 1783. Though the German troupe was briefly resurrected in 1785, the popularity of 
opera buffa productions prevailed. As explored in Chapter 4, the Tonkünstler-Societät imitated 
these respective styles in the oratorios it commissioned, most likely to appeal to the Emperor’s 
                                                 
12 Bruce Alan Brown, “Maria Theresa’s Vienna,” in The Classical Era: From the 1740s to the End of the 
18th Century, ed. Neal Zaslaw (Englewood Cliffs, New Jersey: Prentice Hall, 1989), 101. 
13 Pezzl mentions in the quote above that the theater was deserted for a few years, which was somewhat 
true of the beginning of Maria Theresa’s reign. Italian opera seria was the most costly court entertainment and was 
thus removed from the stage until 1744 in an effort to save money. Brown, 101. 
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new theatrical endeavor, while also trying to attract the same audiences who attended those 
works. While Leopold II’s brief tenure as emperor resulted in a greater number of opera seria 
performances (aligning with his personal preference), the Tonkünstler-Societät, following the 
mediocre response to its revised oratorios, took a new approach to its programming, as discussed 
in Chapter 5.  
It comes as no surprise that the Society would pay close attention to the opinions of its 
the concert-going public and the court when planning its academies. With the proceeds earned 
through ticket sales and donations, the Society could add a sizable sum to its pension fund twice 
a year. But did the Society itself take an active role in shaping public taste? As a group 
comprised of “musical artists,” the membership was in the unique position to assert itself as an 
authority on good taste, namely because it was comprised of some of the most skilled musicians 
and composers in the city who joined together to commission and perform music. The Society 
prided itself in choosing the best musicians to participate in academy performances and to join 
the organization’s membership (recall from Chapter 1 that the Society evaluated and accepted 
prospective members based on “merit”). It likely approached its repertoire selection much the 
same way, by choosing music by the region’s best composers. The Society often selected well-
loved musicians to perform vocal or instrumental solos at the academies; but it also could feature 
its membership (some of whom might be lesser-known musicians) and touring musicians—
thereby exposing Viennese listeners to unknown (and perhaps underappreciated) talents. This 
notion also relates to the Society’s interest in fostering new talent, both of composers such as 
Mozart and Beethoven (who were newly arrived in Vienna) and, as we will see, young children. 
The Society’s selection of the oratorio not only corresponds with what music was 
approved during the religious season, but also reflects a genre primarily hitherto heard by the 
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court or at the homes of the aristocracy. With its connections to the wealthy court and highbrow 
culture, programming oratorios would almost certainly attract the same crowds to the Society’s 
academies. By performing this genre, perhaps the Society hoped to attract wealthy audiences 
who would purchase pricey tickets and, with any luck, leave a handsome donation. At the same 
time, the Society’s performances made the oratorio open for wider, public consumption, thus 
introducing a new audience (in particular, the rising middle class) to the genre.  
Textually, as I will show later, the Society may have chosen works with specific 
messages—including allegorical representations of the monarch, celebratory moods, and 
patriotic fears and excitement—for its audiences to interpret and act upon. In this way, the 
membership could communicate its own ideas and agendas to a captive audience. It is unclear 
how much influence the monarch had in the Society’s selection of repertoire during the 
eighteenth century; in the early nineteenth century, the Empress Maria Theresa occasionally 
recommended repertoire for the Society to play.14 Certainly the possibility of a large donation 
would have motivated the organization. While it is impossible to prove the Society’s motivations 
behind selecting repertoire for its academies, such inquiries allow us to consider repertoire and 
concert life in a new light. 
An important work that demonstrates the organization’s response to changing Viennese 
taste in music from 1775 to 1809 is Haydn’s Il ritorno di Tobia, which was premiered by the 
Society in 1775 and revived more than once in the subsequent decades.15 Haydn spent a 
                                                 
14 For more on women in the Tonkünstler-Societät, see Chapter 3. 
15 Many scholars have offered analyses of Haydn’s Tobia; some include: Howard E. Smither, A History of 
the Oratorio, vol. 3: The Oratorio in the Classical Era (Chapel Hill: University of North Carolina Press, 1987), 
160–181 and Smither, “ Haydn’s Il ritorno di Tobia und die Tradition des italienischen Oratoriums,” in Joseph 
Haydn Tradition und Rezeption: Bericht über die Jahrestagung der Gesellschaft für Musikforschung Köln 1982, ed. 
Georg Feder, Heinrich Hüschen, and Ulrich Tank (Regensburg: Gustav Bosse Verlag, 1982): 160–88; Heartz,  
Haydn, Mozart and the Viennese School, 380–86; Landon, Haydn: Chronicle and Works, vol. 2, 213–16, 259–62, 
453, 489; Lawrence Schenbeck, Joseph Haydn and the Classical Choral Tradition (Chapel Hill: Hinshaw Music, 
1996), 179–86; Bernd Edelmann, “Haydns Il ritorno di Tobia und der Wandel des ‘Geschmacks’ in Wien nach 
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relatively short amount of time as a freelance musician living in Vienna before his employment 
with the Esterházy family in 1761 would force him to move outside of the city. Some of his 
works were, by the early 1760s, already well-known in Vienna and his popularity would only 
increase in the years to come. His first major work for Viennese audiences was the pantomime 
Der neue krumme Teufel (1759), a comedy in the Hanswurst tradition with text by Joseph Felix 
von Kurz-Bernadon.16 The work premiered at the Kärntnertortheater and was given an initial run 
of six performances. Haydn was also apparently in contact with Viennese composers while under 
the auspices of the Esterházy family, which may have led to local performances of his work. For 
instance, he once sent a copy of his Stabat mater to Hasse and in 1768, Haydn directed a 
performance of the work in Vienna.17    
But perhaps most telling of Haydn’s notoriety in Vienna was the aforementioned article 
in the Wiener Diarium. The article lists the names and accomplishments by some of Vienna’s 
most loved musicians (as deemed by the author), and on Haydn, the writer states: 
Herr Joseph Hayden, the darling of our nation, whose gentle 
character impresses itself on each of his pieces. His movements 
have beauty, order, clarity, a fine and noble expression which will 
be felt sooner than the listener is prepared for it. In his cassatios, 
quartets and trios he is a pure and clean water, over which a 
southerly wind occasionally ripples, and sometimes rises to waves 
without, however, losing its bed and course. The art of writing the 
outer parts in parallel octaves is his invention, and one cannot deny 
that this is attractive, even if it appears rarely and in a Haydenisch 
fashion. In symphonies he is as masculinely strong as he is 
inventive. In cantatas charming, fetching, flattering; and in minuets 
                                                 
1780,” in Joseph Haydn Tradition und Rezeption: Bericht über die Jahrestagung der Gesellschaft für 
Musikforschung Köln 1982, ed. Georg Feder, Heinrich Hüschen, and Ulrich Tank (Regensburg: Gustav Bosse 
Verlag, 1982), 189–214; Christine Siegert, “Il ritorno di Tobia, Die Schöpfung und das italienische Oratorium in 
Wien,” Jahrbuch des Staatlichen Instituts für Musikforschung Preußischer Kulturbesitz (2010): 143–60; Walter 
Michel, “Die Tobias-Dramen bis Haydns Oratorium Il ritorno di Tobia,” Haydn -Studien 5, no. 3 (1984): 147–68; 
Otto Biba, “Beispiele für die Besetzungsverhältnisse bei Aufführungen von Haydns Oratorien in Wien zwischen 
1784 und 1808,” Haydn-Studien 4, no. 2 (1978): 94–104. 
16 For more on Der neue krumme Teufel, see Heartz, Haydn, Mozart and the Viennese School, 263–66. 
17 James Webster and Georg Feder, “Joseph Haydn,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed April 22, 2016. 
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natural, playful, alluring. In short, Hayden is that in the music 
which Gellert is in poetry.18 
 
It is clear that the author—and perhaps by extension the Viennese public—held Haydn in 
the highest esteem. Compared to the other composers mentioned, only Haydn’s entry shows 
someone with a masterful breadth, noting every genre the composer had written in to date. The 
carefully chosen words and alluring adjectives further suggests the adoration of the young 
master’s works. 
Given such apparent and growing esteem, it comes as no surprise that shortly after its 
foundation, the Tonkünstler-Societät commissioned Haydn to compose an oratorio for its 
purposes. Tobia was Haydn’s first major composition for Vienna after assuming his post with the 
Esterházy family and his first composition for the Society. It was also a work the composer was 
particularly fond of, as he listed it among his best works and included it in his biographical 
sketch from 1776.19 Though the work is indebted to the Neapolitan oratorio style exemplified in 
the earlier works the Society commissioned, including Gassmann’s La Betulia liberata, Hasse’s 
Sant’Elena al Calvario, and Dittersdorf’s Ester (discussed in Chapter 3), it also contains many 
melodic devices emblematic of Haydn’s style, while also looking ahead to his later works.  
The story told in Il ritorno di Tobia is derived from chapters 5–12 of the Book of Tobit 
found in the Bible Apocrypha, which appears to contain elements of the Babylonian 
mythological tradition.20 Here, Tobias is sent by his father, the aged and blind Tobit, to collect a 
                                                 
18 Landon, vol. 2, 130. 
19 Ibid., 446–7. It is important to note that recent research by David P. Schroeder has challenged Haydn’s 
selection of his representative pieces and scholarship’s interpretation of them. He argues that at this point in his 
career, Haydn was aware that critics and audiences preferred vocal music. See Schroder, Haydn and the 
Enlightenment: The Late Symphonies and their Audience (Oxford: Clarendon Press, 1990), 45–46. Later, in 
conversations with his biographers, including Albert Christoph Dies, Haydn listed instrumental pieces as the works 
he was most proud of.  
20 Landon, vol. 2, 260. 
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longstanding debt in the town of Rages.21 Tobias takes on a guide, Azarias, who is actually the 
Archangel Raphael in disguise. While stopping near the river to wash his feet, Tobias is attacked 
by a sea monster and encouraged by Azarias to kill it and harvest the guts for their healing 
properties. When the two men arrive in Rages, Azarias suggests that they lodge with a friend 
who has a beautiful daughter named Sara, whom Tobias asks to marry. Knowing that Sara’s 
previous seven husbands have all been killed by a devil, Tobias burns the liver of the sea monster 
on hot coals, thus keeping the devil away. After they marry and Tobias collects the debt, the trio 
returns home to his worried parents, Tobit and Anna. Azarias suggests that Tobias rub the gall of 
the fish on his father’s eyes and upon doing so, Tobit’s blindness is cured. That the central focus 
of the story is the healing of a physical impairment is particularly fitting considering the 
Tonkünstler-Societät’s goal as a pension society tasked with providing funds to heal sick 
members. 
Tobia was an especially popular story for Italian and Viennese composers in the early 
eighteenth century and resulted in numerous settings, including one by Haydn’s teacher Reutter 
in 1733.22 Haydn’s version of the libretto was written by the poet Giovanni Gastone Boccherini, 
who was under a three-year contract with the Habsburg court, the terms of which required he 
write three new libretti a year.23 Some of his texts include I rovinati, set by Gassmann in 1772, 
and La fiera di Venezia, set by Salieri in 1772.24  
The oratorio is textually indebted to the Metestasian format and follows the specific 
requirements outlined regarding the time, place, and action found in the story. The entire story 
                                                 
21 My summary is derived from Smither, vol. 3, 164–65. 
22 Ernst Fritz Schmid, “Haydns Oratorium Il ritorno di Tobia, seine Entstehung und seine Schicksale,” 
Archiv für Musikwissenschaft 16 (1959): 292. Anke Ridel-Martiny traces the use of the Tobit story before Haydn’s 
oratorio, focusing especially on poetic devices. See Ridel-Martiny, “Das Verhältnis von Text und Musik 
in Haydns Oratorien,” Haydn-Studien 1, no. 4 (1967): 205–40. 
23 Heartz, Haydn, Mozart and the Viennese School, 380. 
24 Schmid, 292. 
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takes place over the course of a day and most of the musical numbers are contemplative and 
convey very little toward the plot.25 Though the tale is full of drama, including Tobias’s defeat of 
the sea monster and the devil, none of this is witnessed first-hand, but rather told through 
recitative after the fact. Musically, the work includes lengthy, dialogue-packed recitatives 
alternating with elegant arias with intricate coloratura passages. The oratorio includes three 
choruses (one at the beginning of Part I and one at the end of both Parts I and II) and near the end 
of Part II there is a duet for Anna and Tobia. In scoring the oratorio, Haydn used the extensive 
instrumental forces the Society provided; however, he insisted on bringing some of his 
colleagues from Eszterháza. Leading the ensemble as concertmaster was violinist Alois Luigi 
Tomasini, while the cellist Xavier Marteau likely led the continuo section; additionally, each 
night, one of these musicians performed a concerto between the oratorio parts. The vocal soloists 
were also well known to Haydn as nearly all belonged to the Esterházy court. This meant Haydn 
could personalize the parts, creating arias that highlighted the strengths and beauties of the 
voices he knew, as opposed to those of the unfamiliar Viennese vocalists. Haydn likely also 
coached the singers on their challenging roles prior to arriving in Vienna for the concerts. The 
singers from the Esterházy Kapelle included the soprano [Mary] Magdalena Friberth (Sara), the 
tenor Carl Friberth (Tobia), and bass Christian Specht (Tobit). Haydn also called on two 
Viennese singers: the alto Margaretha Spangler (the sister of Magdalena Friberth), who created 
the role of Anna, and soprano Barbara Teyber, who sang the role of Azaria/Raffaelle.  
                                                 
25 Contemporary writers have blamed the shortcomings of the work on the text subject; despite all of the 
action the story holds, we as listeners are only privy to the return of Tobias and the curing of Tobit’s blindness. 
Heartz argues that “the oratorio was doomed to oblivion by its text, one of the more motley tales from the biblical 
Apocrypha” and that Haydn would have done better to set a classic oratorio by Metastasio (Heartz, Haydn, Mozart 
and the Viennese School, 384–85). Landon cautions listeners to not compare Tobia to Haydn’s later oratorios as in 
doing so, they would “miss the many and exceptional beauties with which [the] score abounds” (Landon, vol. 2, 
261). 
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At its premiere, Tobia earned much acclaim by both listeners, prompting a reporter for 
the Wiener Realzeitung to write: 
The famous Kapellmeister Haydn awoke general applause with his 
oratorio…and his well-known skill was in evidence to greatest 
advantage. Expression, nature, and art are so interwoven in his 
work that the listener had to love the one and admire the other. His 
choruses, especially, glowed with a fire otherwise belonging to 
Handel; in short, the entire and unusually large public was 
enchanted, and Haydn once again was the great artist whose works 
are loved all over Europe, and in which foreigners recognize the 
original genius of a master.26 
 
The quote above shows the enthusiasm the Viennese public had for Haydn and his music, 
which is further evident in the attendance numbers, which totaled more than 2,000 listeners over 
both nights combined, making the oratorio one of the most financially successful works 
performed by the Society. That the critic noted the oratorio’s choruses is unsurprising, as such 
works were popular with Viennese audiences; following the premiere, the Society regularly 
programmed choruses from Haydn’s Tobia in its variety academies. 
 In 1781, the Society approached Haydn about reviving the oratorio for a performance 
later that year; however, the group believed the work needed to be shortened before the academy 
could materialize.27 The Society was not specific as to what changes were anticipated and 
perhaps thought a general shortening of the lengthy recitatives and arias would suffice. Haydn’s 
response to the Society indicates that for benefit tickets (Benefiz Billeten) or a monetary bonus 
(Bonification), he was prepared to shorten the overture, some of the choruses, and direct the 
                                                 
26 Realzeitung der Wissenschaften, Künste und Kommerzien, April 6, 1775, 218–20. Translated in Heartz, 
Haydn, Mozart and the Viennese School, 382. The concert did not receive coverage in the April 1775 issues of the 
Wiener Diarium. 
27 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle, October 2, 1781, No. 42. This entry is one of the 
standard concert announcements the Society included in its meeting minutes. The note, appearing just after the title 
of the work, simply reads: “…Welches jedoch abgekürzt werden muß” (Which each must be abbreviated). The 
concerts would also feature Luigi Tomasini and Herr. Turner (perhaps Franz Thurner), a flutist for the Burgtheater.  
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rehearsals and performances, events he was sure the organization would profit from.28 The 
Society’s insistence that the work be shortened suggests that the members were well aware that 
the lengthy oratorio genre was becoming unpopular with restless audiences. The Society 
ultimately decided not to accept Haydn’s conditions and instead performed Hasse’s Sant’Elena 
al Calvario, a work well known to the organization. Haydn’s coolness toward the Society was 
likely in part (if not completely) due to the conflict arising during his membership application 
just two years earlier, discussed in Chapter 1. 
Nearly a decade after its premiere, the Society tried once again to organize a performance 
of Tobia, in 1784. Realizing that updates to the score were necessary, Haydn expanded the 
instrumentation of the orchestra to now include four horns and two trombones. He shortened all 
of the arias, aside from Anna’s Act 2 aria “Come in sogno” (“Like a dream”) and the Act 2 Duet, 
“Dunque, oh Dio” (“Therefore, O God”), and eliminated repetitions in the orchestral introduction 
and ritornellos.29 Interestingly, Haydn did not trim the lengthy recitatives which would have no 
doubt helped with the work’s length, but would have required that the libretto be substantially 
reworked. It could be that Haydn thought that undertaking such a project would take too much 
time from his busy schedule, and that the work would be done gratis likely made the project not 
a priority. 
The impetus to modify many of the arias arose in part because of the singers who were 
tapped to sing the roles. In the original production, Haydn carefully crafted each role for a 
member of the Esterházy Kappelle; however, in the 1784 version, he had to accommodate 
Viennese singers whose voices he was likely less familiar with. One major change was 
transposing the role of Anna (Tobias’s mother) from a mezzo tessitura to a soprano range. This is 
                                                 
28 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle, October 25, 1781, No. 44. 
29 Schenbeck, 183–84. 
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most likely because there was no local mezzo available who could adequately perform the role, 
which had exceptionally challenging music. Despite the alterations made to the arias, the Society 
still had difficulty finding singers to commit to the performance. Initially, the Society hoped to 
engage either Catarina Cavalieri or Nancy Storace, [Margarethe] Flamm, and [Therese] Teyber, 
as well as Valentin Adamberger, and either Christian Specht or Francesco Bussani.30 In the 
months leading up to the performance, the cast list changed a number of times. In February, the 
meeting notes indicate that the female roles would be sung by Storace, Cavalieri, and Maria 
Mandini, while the male roles would be sung by Adamberger and Bussani.31 During the 
Society’s March meeting, it was announced that Bussani would be replaced by Stefano Mandini 
and that Mlle. Teyber would sing in place of Maria Mandini. Finally, the tenor Adamberger 
withdrew from the performances at the last minute; a special notice was printed stating that Carl 
Friberth (who created Tobias in the 1775 premiere) would perform in his place.32 The revolving 
cast list was likely due to the difficult solo parts, which would have perhaps required more study 
and effort than some of the performers wished to give for a performance that would pay no 
money.  
                                                 
30 The Society did not include first names in its records or on the program for this particular concert; 
therefore it is difficult to determine who sang some of the roles. The Mad. Flamm mentioned is most likely 
Margarethe Flamm, the wife of Franz Xaver. Their daughter Antonie would participate in the Society’s academies in 
the 1790s. The identity of Teyber is unclear as both sisters—Barbara and Therese—were active in Society 
academies. Barbara performed in the Society’s 1775 premiere of the work, but Schmid and Landon both believe the 
performer was actually Therese.   
31 Storace’s husband, the virtuoso violinist and composer J. A. Fisher, performed a concerto of his own 
composition during the opening night academy. 
32 Some scholars (including Landon, vol. 2, 489) question if Adamberger performed the first night before 
dropping out. In the Society’s programs, held at the Gesellschaft der Musikfreunde, the playbill from March 28 
shows that Adamberger was billed as playing Tobias; however, there is also a notice (Nachricht) stating that Friberth 
would sing in his place. On the playbill for March 30, Friberth’s name is listed. Given that Friberth’s name appeared 
on the second program, the Nachricht must have been posted for the March 28 academy, therefore suggesting that 
Friberth sang in both performances. Adamberger’s withdrawal at the last minute is curious and the reason for his 
departure is unknown; perhaps he fell ill or was unable to fully command the difficult part. That the Society replaced 
him with Friberth is both unique and fitting. When singers were ill, the Society would typically cancel the 
performance (as in Advent 1791), but with Friberth’s connection to the Society and his familiarity with the role, 
perhaps the organization thought it best to continue with the performance.      
188 
 
Though in 1781 Haydn proposed trimming the already extant choruses, in the 1784 
version of the work he added two choruses: “Ah gran Dio” (“O great God”) and “Svanisce in un 
momento” (“Disappears in a moment”). Each chorus appears in the middle of each act, in 
keeping with the symmetry of the overall oratorio plan. It is unclear if the Society requested that 
Haydn add the choruses or if he did them out of his own volition, but the change is not surprising 
considering the popularity of choruses in the Society’s variety academies.   
The chorus “Ah gran Dio” follows Anna’s Part I aria of the same name and borrows the 
text from the second stanza. Here, Anna affirms her love for God following Azaria/Raphael’s 
prophecy that Tobias will cure his father’s blindness. This praise for God is repeated in the short 
chorus that follows, which musically resembles part of the preceding aria. Both begin in C major 
and each movement contains prominent, wide intervals, the first falling an octave and the second 
stretching a tenth, which suggest God’s greatness (Examples 1 and 2). Another passage in the 
aria includes a descending seven-note scale which begins new melodic material, while a 
somewhat similar seven-note scale initiates a fugue in the chorus (Examples 3 and 4).  
 
EXAMPLE 1: Haydn. Il ritorno di Tobia (1775/84): Aria, “Ah gran Dio,” mm. 110–17 
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EXAMPLE 2: Haydn. Il ritorno di Tobia (1784): Chorus, “Ah gran Dio,” mm. 15–22    
 
EXAMPLE 3: Haydn. Il ritorno di Tobia (1775/84): Aria, “Ah gran Dio,” mm. 119–121 
 
 
EXAMPLE 4: Haydn. Il ritorno di Tobia (1784): Chorus (soprano entry), “Ah gran Dio,”  
mm. 23–26 
 
  
To Part II, Haydn adds a storm aria and chorus to both increase the drama of the 
oratorio’s storyline and to seemingly fulfill the Viennese public’s love of the same type of 
impactful and terrifying music heard in operas. Storm choruses and sequences play an important 
role in the repertoire commissioned by the Tonkünstler-Societät and, as seen in the following 
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chapters, composers readily incorporated these elements in their oratorios. Characterized by 
preference of minor tonalities, pulsing syncopations, melodic leaps, chromaticisms, and extreme 
dynamic contrasts, the orchestra was crucial to conveying the fury of nature. Related is the Sturm 
und Drang movement that swept German literature of the 1770s, with the application to music 
(especially to Haydn’s minor-keyed works) following shortly after. The use of storms also 
belongs to the ombra tradition, employed when composers sought to evoke terror or awe from 
audiences.33 Though ombra scenes are most at home in operas, when characters encounter the 
supernatural (in Don Giovanni (1787), for example), Clive McClelland shows that the term also 
applies to oratorios and sacred music during the eighteenth century.34 We can see this through 
natural disasters (such as storms or earthquakes) or even the return of Christ, which is meant to 
evoke awe and the celestial. Storm scenes were used to depict both external and internal 
conflicts, acting as a metaphor for anger or conflicted feelings. In many cases (but not all), storm 
scenes take place over the course of several numbers, such as the genesis, climax, and resolution 
of the storm, followed by reactions from the characters.  
Storm scenes and choruses were a popular facet in many French and Italian operas 
through the seventeenth and eighteenth centuries. Some of the best known musical storms were 
masterfully crafted by Gluck, such as the overture to his opéra comique, L’Ile de Merlin (1757), 
his ballet Don Juan (1761), and the opening sequence of his tragédie, Iphigénie en Tauride 
(1779). Such conventions were also found in productions, including Jean-Philippe Rameau’s Les 
Boréades (1763),  Salieri’s Armida (1771) , Niccolò Piccinni’s Iphigénie en Tauride (1781), and 
                                                 
33 Clive McClelland acknowledges that there are some overlapping qualities between the Sturm und Drang 
and ombra, but is not immediately clear on the differences. He observes that the ombra is employed in supernatural 
scenes that suggest terror, and mentions that faster music is more at home in the Sturm und Drang style. Clive 
McClelland, Ombra: Supernatural Music in the Eighteenth Century (New York: Lexington Books, 2012), 8.  
34 McClelland, 163–202. 
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in Gassmann’s La casa di campagna (1773).35 Perhaps the best-known storm sequence occurs in 
Act II of Mozart’s Idomeneo (1781), of which Leopold Mozart reportedly remarked that the 
“storm choruses were so forceful that they would turn anyone ice cold even in the greatest 
summer heat.”36 Operatic storm scenes often included special effects such as thunder or smoke 
machines and lighting effects that served to enhance the music, acting, and scenery. 
 If operatic storms were as much about the visual experience as the auditory experience, 
why and how would composers include storm scenes or choruses in unstaged oratorio concerts? 
In his study of French Baroque cantatas, Michele Cabrini addresses such issues, discussing the 
popularity of the storm topoi with the Paris Opéra audiences and the ways in which composers 
sought to incorporate similar elements in their unstaged cantatas in order to appeal to 
audiences.37 Using examples from works by Nicolas Bernier, Élisabeth Jacquet de la Guerre, and 
Jean-Baptiste Morin, Cabrini shows how these composers borrowed formal structures from the 
tragédie en musique, in particular the multi-movement structure. He explains that storm scenes 
added an element of surprise and variety to cantatas, capturing the listener’s attention during 
what might seem like (to some audience members) a monotonous work.38  
Some of Cabrini’s observations can be applied to the oratorios performed by the 
Tonkünstler-Societät—especially those written in the 1780s. Recognizing the popularity of 
musical storms with Viennese audiences, oratorio composers (most of whom wrote operas, as 
well) incorporated such elements into their works, and when programming variety academies, 
the Society often included these same storm choruses as stand-alone works. In oratorios, these 
                                                 
35 Matthew Riley describes how storms were equally at home outside of opera productions during the 
eighteeth-century in The Viennese Minor-Key Symphony in the Age of Haydn and Mozart (Oxford: Oxford 
University Press, 2014). 
36 Heartz, Mozart’s Operas (Berkeley: University of California Press, 1990), 26. 
37 Michele Cabrini, “Breaking Form Through Sound: Instrumental Aesthetics, Tempête, and Temporality in 
the French Baroque Cantata,” The Journal of Musicology 26, no. 3 (2009): 327–78. 
38 Ibid., 340–42. 
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storms most often manifest in choruses that conclude the first part of the work, adding a 
heightened suspense at intermission and begging that the listener return to learn the outcome of 
the story. Occasionally, composers wrote storm or rage arias (with storm-like elements) within 
an act, to capture the character during a moment of heightened emotion. As in the cantatas, storm 
choruses and arias gave variety and drama to the unstaged oratorio productions and aurally 
captured the listener’s attention, adding a different flavor to the standard alterations between 
recitative and aria. The prominent use of instruments and the large chorus perhaps facilitated in 
securing the audience’s attention and gave the Tonkünstler-Societät orchestra an opportunity to 
showcase the talents of its members.  
Returning to Il ritorno di Tobia, we can see that Haydn’s newly added aria for Anna, 
“Come in sogno” depicts a storm at various stages. Anna begins her aria after awaking from a 
nightmare in which she dreams that Tobit’s eyesight cannot be cured. Her wavering trust in God 
is musically depicted through the F minor key, ruthless syncopations, and agitato eighth notes in 
the bass line that seem to foreshadow the symphonies of Haydn’s Sturm und Drang years. Mid-
way through the aria the tension subsides and the music quietens, evoking a sense of calm after 
the torment. Written in the parallel F major, Anna reaffirms her faith in God as the violins and 
oboe play a sweet melody accompanied by a lulling eighth-note pattern in the second violins and 
violas. Seconds after Anna’s aria ends on a forte F major chord, a snarling storm erupts through 
unison ascending and descending D minor passages throughout the orchestra. The new chorus, 
“Svanisce in un momento,” explains that if a storm emerges at sea, evil-doers will lose their 
faith, but those who believe in God have nothing to fear. The chorus recalls the calming F major 
section in the preceding aria though the same accompaniment but a different vocal melody. The 
menacing storm emerges one last time before it is again quieted, this time in D major. The text 
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for this chorus is newly composed and while the poet is unknown, Edelmann suggests that the 
Esterházy poet Nunziato Porta is a likely candidate.39  
Despite Haydn’s efforts in adapting the music and the Society’s task of securing a cast, 
the success of the 1784 concert and the audience response are unknown. The performance 
received only passing comment in the Wiener Zeitung, the Society made no further mention of 
the academy in its meeting minutes, and Haydn sources have little more to offer.40 From the box 
office numbers, we can see that the revival of Tobia was another of the Society’s most profitable 
academies, selling more than 1,800 tickets and grossing around 1,800 fl over both nights. After 
the performance of Tobia and the 1785 performance of Dittersdorf’s Ester, it would be years 
before the Society would repeat one of its earliest Italian oratorios. In the meantime, as we shall 
see in later chapters, the organization responded to the rapidly changing Viennese taste in 
different, and perhaps drastic, ways.  
 The final revisions to Tobia during Haydn’s lifetime were begun around 1807 and came 
well after he had completed his monumental German oratorios, Die Schöpfung and Die 
Jahreszeiten. Haydn entrusted the task of revision to his pupil Sigismund Neukomm, who had 
begun studying with Haydn in 1797 and who had worked on arrangements of his three 
oratorios.41 Neukomm moved to St. Petersburg in 1804 to take the post of Kapellmeister at the 
German Theater and evidentially brought some of Haydn’s music with him. An April 1807 letter 
to Haydn reveals that Neukomm conducted a concert in St. Petersburg that included three 
choruses from Tobia. Neukomm wrote: “Your excellent choruses from Tobia were received with 
the great enthusiasm which I have always noticed, with deep satisfaction, is accorded to your 
                                                 
39 Edelmann, 205. 
40 Wiener Zeitung, March 31, 1784, 678. 
41 On Neukomm, see Rudolph Angermüller, “Sigismund Ritter von Neukomm,” Grove Music Online, 
Oxford Music Online, Oxford University Press, accessed April 22, 2016. 
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unrivaled masterpieces whenever they are performed here.”42 He also reported that the audience 
“began to applaud with the utmost vigour” before the first half of the concert was complete.43 
Perhaps this enthusiasm inspired Haydn to, once again, update the whole of Tobia for the 
Viennese public. In his response, marked June 1807, Haydn encouraged Neukomm to 
reorchestrate parts of Tobia to align with “today’s taste.”44 He anticipated that Neukomm would 
have to adapt choruses and shorten the arias, which were too long and elaborate.45 Of this, Haydn 
writes: “When I wrote the Oratorio, long notes were still worth something, but now everything 
swarms with hemidemisemiquavers. It’s just like money: formerly only heavy gold and silver 
were in circulation; now you see only copper pennies and farthings.”46  
Neukomm made few changes to Tobia—mainly tightening the arias and recitatives—
which Edelmann argues improved the work as a whole, but not enough to make a lasting and 
positive impression on the Viennese.47 Rather than eliminating large portions of the arias, 
Neukomm merely strikes out occasional measures and cancels the improvisatory cadenzas, 
which perhaps suggests his reluctance to alter his master’s work drastically.48 The most radical 
change made to the oratorio was the expansion of the orchestra and the delineation of a 
woodwind section, thus updating the instrumental ensemble to reflect late-eighteenth- and early-
nineteenth-century practice. Neukomm replaced the English horn with the clarinet (an instrument 
                                                 
42 Landon, vol. 5, 354. 
43 Perhaps further attesting to the popularity of the work in Russia, Neukomm reports that he spared no 
expense when hiring personnel to perform, with costs reaching more than 1,100 roubles; after deducting expenses, 
he profited 1,200 roubles. Landon, vol. 5, 354. 
44 Landon, Haydn:Chronicle and Works, vol. 5, Haydn the Late Years, 1801–1809 (Bloomington: Indiana 
University Press, 1976–80), 355.  
45 Apparently Neukomm did not complete this task to Haydn’s satisfaction. The composer’s biographer 
Griesinger wrote: “Haydn was not entirely satisfied with Neukomm’s work, because he omitted several good 
passages, and he doesn’t want it published in this arrangement as a complete score. But he thinks that the 
arrangement might be a success if published as a piano score.” Ibid. 
46 Ibid. 
47 Edelmann, 201–2. 
48 Ibid. 
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Haydn rarely wrote for) and better integrated the flute into the woodwind choir. Finally, he broke 
the bassoon from its traditional role in the basso continuo section, and gave the instrument its 
own unique bass line to support the upper woodwinds.  
 The work was performed by the Society for the last time in December 1808 and because 
of its length, the entire production was split over two nights. The concert began with a Phantasie 
dedicated to Haydn and written by Neukomm, who also conducted the performances. Overall, 
the productions were marginally successful, generating less profit than other oratorios recently 
performed. It was at this point that Rosenbaum referred to the work as an “antiquated pot boiler” 
and Johann Friedrich Reichardt remarked that he was more interested in listening to the singers 
than the music itself.49 Writing in 1810, Haydn’s biographer Georg August Griesinger stated:  
The choruses in it are full of strength and vigor, and they received 
the greatest applause, but the plan of the oratorio as a whole is 
unsuccessful and much too monotonous. From beginning to end 
the not very interesting dialogue is followed always by an aria, 
without any alteration with duos and trios. The poet treats the 
return of Tobias and the healing of his father’s blindness merely 
historically, and it is regrettable that the poet and the musician did 
not spend their effort on more promising material.50  
 
Griesinger thus emphasized the lasting impact of Haydn’s choruses while also admitting he 
preferred more variety in the individual numbers—a structural format the Society experimented 
with in 1787 and 1788. As with twentieth-century commentators, Griesinger also notes the 
difficulty in musically setting a work with little dramatic content—an inherent shortcoming of 
works crafted in the Metastasio style. Between the two performances, the Society grossed only 
                                                 
49 Landon, vol. 5, 377. 
50 Georg August Griesinger, “Biographical Notes Concerning Joseph Haydn,” in Joseph Haydn: 
Eighteenth-Century Gentleman and Genius, trans. Vernon Gotwals (Madison: University of Wisconsin Press, 1963), 
18. 
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about 2,400 fl, a modest sum compared to Haydn’s other oratorios, which were consistently 
grossing around 3–4,000 fl. 
 While the success and reception of Haydn’s Tobia as a whole faded in the years 
following its 1775 premiere, other European locations were just being introduced to the work 
through either the full score or excerpts (which were published independently). Full 
performances of Tobia were given in Berlin (1777) and Leipzig (1787) and in some of the most 
unlikely of places: Rome (1783) and Lisbon (1784), where Haydn’s music was rarely played.51 
Individual arias and choruses were performed in miscellaneous academies hosted by the 
Tonkünstler-Societät and were circulated throughout Europe. Some of the choruses were even 
made into contrafactum. For example, the storm chorus “Svanisce in un momento” was known in 
England as the motet “Insanae et vanae curae.” Many of the numbers are found in Austrian 
Catholic church music; for instance, Rafaelle’s aria “Anna m’ascolta,” which is also known as 
“Jesu redemptor” and “Recte beatum,” and Tobias’s aria “Quando mi dona un cenno,” which is 
known as “Jesu spes poenitentium.”52 
 The revisions made to Haydn’s Tobia over the course of thirty-two years reflect major 
changes to musical composition, activity, and thought. Here, we can begin to understand what 
musically appealed to listeners and which aspects of a musical production were most important. 
We can also surmise how composers and concert organizers chose to respond to these 
sentiments, whether through making substantial cuts to the music or choosing to perform a 
lengthy work over the course of two nights, for example. My discussion of Haydn’s Tobia 
                                                 
51 Landon, vol. 5, 215–16. Landon notes that the Roman performance of the work was likely due to the 
public’s enthusiasm following the premiere of Haydn’s Stabat mater just a year earlier. Schmid focuses in great 
detail on the Lisbon concert. Schmid, 299–303.   
52 Schmid, 295. 
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introduces many of the concepts that the Society struggled with in tailoring its academies to 
appeal to the rapidly shifting—and perhaps at times unclear—Viennese taste.  
In the chapters that follow, I discuss in more detail the modifications the Society made to 
the structure of oratorios to better align them with audience taste. Using both musical examples 
and documents from the Society’s archives, I point to specific instances where the composer and 
the Society appear to have responded to audiences in this fashion. As some of the works I 
explore are largely unknown today, I provide ample background on the work and composer, 
while also noting specific moments within each piece that are worthy of attention and further 
scrutiny. My study moves roughly chronologically, beginning with the 1770s, the Metastasian 
years, followed by the experimental 1780s, and finally the 1790s, when the Society nearly 
abandoned the oratorio altogether.  
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CHAPTER 3: THE METASTASIAN ORATORIO, 1772–1782 
 
 
 The Tonkünstler-Societät held its first academy series during March and April of 1772 in 
the Kärntnertortheater. The oratorio, La Betulia liberata, was by none other than the Society’s 
vice president and the soon-to-be Hofkapellmeister, Florian Gassmann, with text by the court 
poet, Pietro Metastasio. Though the work is now rarely performed in concert venues (there is no 
published edition or commercial recordings) or discussed in scholarship, Betulia is an important 
work in the history of the Viennese oratorio both for the significant changes Gassmann made to 
the traditional oratorio structure and the potential links between the subject of the work and the 
political climate at the time.1 In order to craft a work that would appeal to opera-going audiences 
during Lent and also utilize the full musical forces of the Tonkünstler-Societät, Gassmann crafted 
a “großes Oratorium” that increased the importance of the wind instruments, included arias that 
resembled those heard in opera seria productions, and maximized the role of the chorus by 
adding lengthy fugal movements to conclude the work. With Betulia, Gassmann set a precedent 
that other early composers writing for the Society strove to replicate. Johann Adolf Hasse revised 
an earlier version of his Sant’Elena al Calvario to incorporate some of Gassmann’s innovations 
and Carl Ditters von Dittersdorf also turned to the elder composer for inspiration in composing 
his work, Ester. Yet these works are connected beyond their musical and structural similarities; 
each oratorio includes a central female character whose leadership and bravery is at the forefront 
                                                 
1 A facsimile of Betulia was published in 1987; see Gassmann, La Betulia liberata, The Italian Oratorio, 
1650–1800: Works in a Central Baroque and Classic Tradition, eds. Joyce L. Johnson and Howard E. Smither (New 
York: Garland, 1986). My thanks to John A. Rice for sharing a copy of Mario Aschauer’s 2003 recording and edition 
of the score. 
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of the work. It seems no coincidence that these oratorios were the first three commissioned by 
the Society, shortly after the Empress Maria Theresa presented her donation to the group.  
 In this chapter, I explore some of the earliest works composed for the Society, looking 
particularly for the changes Gassmann made to the oratorio structure and considering how Hasse 
and Dittersdorf interpreted those changes in their own works. Drawing on scholarship by John A. 
Rice and my own understanding of the pieces, I describe some of the key musical moments in 
Gassmann’s Betulia, Hasse’s Sant’Elena, and Dittersdorf’s Ester. A central theme throughout is 
pinpointing the ways composers tailored their oratorios to fit not only the musical forces in the 
Tonkünstler-Societät ensemble, but also the public audience. My discussion then moves to the 
connections between the female characters portrayed—Judith, Saint Helena, and Esther—and the 
Empress Maria Theresa. I argue that the Society selected its earliest programming to pay homage 
to its leader, thanking her for her donation and perhaps hoping for more monetary support in the 
future. 
 From here, my discussion considers the presence of the female participant in Tonkünstler-
Societät academies and includes varying levels of involvement: patronage, performance, and 
composition. The Society regularly engaged female vocalists to perform the solo roles in the 
oratorios and cantatas; however, women did not participate along with the men in the full chorus 
and choir boys were used instead. The Society approached only a few female instrumentalists to 
perform between the acts of the oratorio. As there is little scholarship on the instrumentalists, I 
devote some attention to their background, talents, and also ask why each woman was selected to 
perform. Finally, I discuss Marianna Martines, whose oratorio Isacco was the only work the 
Society commissioned from a female composer. Based on a Metastasian text, Martines’s work 
200 
 
looks back to the style of Hasse, despite the fact that around its premiere in 1782, the Society 
was already strategizing new ways of fashioning the oratorio.   
 
GASSMANN AND THE “GROßES ORATORIUM” 
 
Though Florian Gassmann is an oft-forgotten figure in eighteenth-century music history, 
his contributions to the oratorio and concert life in Vienna are paramount, evident through his 
foundation of the Tonkünstler-Societät and his modification of the oratorio, further bringing the 
genre from the private to the public sphere. With his La Betulia liberata, Gassmann is credited 
with establishing what Dittersdorf termed the “großes Oratorium,” and creating a Viennese 
musical tradition that future composers would strive to emulate in their own works.2 As John A. 
Rice describes, a “großes Oratorium” is “a work that dominated a concert program and rivaled 
opera in the length and richness of its musical setting.”3 In Vienna during the early eighteenth 
century, oratorios were most frequently heard in private venues, such as the emperor’s court 
chapel. Thus, certain modifications to the musical setting would need to be made when 
introducing the genre to the concert hall. In his work, Gassmann expanded the size of the musical 
ensemble so that the sound would fill the large room and also to make use of the musicians 
available to him through the membership of the Tonkünstler-Societät. By crafting lengthy, 
virtuosic arias that resembled those heard on the opera seria stage, Gassmann hoped to attract 
the same sizeable audience base. What Rice finds particularly significant when considering 
Dittersdorf’s description of the genre, is that the composer makes no mention of the prominent 
                                                 
2 Carl Ditters von Dittersdorf, Lebensbeschreibung seinem Sohne in die Feder diktiert, ed. Norbert Miller 
(Munich: 1967), 197. 
3 John A. Rice, “‘Lodi al gran Dio’: The Final Chorus of Metastasio’s Betulia liberata as set by Mozart and 
Gassmann,” Quinto Seminario di Filologia Musicale: Mozart 2006, ed. Giacomo Fornari (Pisa: ETS, 2011), 
available online at https://sites.google.com/site/johnaricecv/articles.  
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oratorio composers—such as (Johann) Georg Reutter and Antonio Caldara—who were writing 
prolifically before Gassmann.4 This finding places particular emphasis on the significance of 
Betulia, which served as a model for other composers who were fulfilling commissions for the 
Tonkünstler-Societät, including Hasse, Dittersdorf, Antonio Salieri, and Joseph Haydn.   
 To better understand Gassmann’s approach to the oratorio, it is important to consider 
settings by his Viennese predecessors, specifically Reutter and Caldara, who each wrote central 
works in the oratorio genre during the early eighteenth century.5 Oratorios by both composers 
were performed in the court chapel of Charles VI, a much smaller venue in comparison to the 
theaters where the Tonkünstler-Societät academies were held, which accounts for the smaller 
ensemble used. Both settings are scored for strings and cembalo, with the occasional wind 
instrument to add color to the accompaniment. These works typically began with a short overture 
(for example, the overture to Reutter’s La Betulia liberata spans fifty-five measures while 
Gassmann’s later setting of Betulia stretches over 140 measures), and there was no instrumental 
introduction to Part II. The frequency and length of Reutter and Caldara’s arias are comparable 
to those composed by Gassmann and his contemporaries; however, several musical aspects 
differ. The earlier arias are much more focused on melody with fewer extended coloratura 
passages. Additionally, the arias in the oratorios of Reutter and Caldara are primarily in Da Capo 
form, while later composers favored the Dal Segno form. These forms are quite similar; 
                                                 
4 Rice, “Hasse’s Viennese Setting of Sant’Elena al Calvario and the Tonkünstler-Sozietät Oratorio of the 
1770s,” in Johann Adolf Hasse in seiner Zeit: Bericht über das Symposium vom 23. bis 26. März 1999 in Hamburg 
(Leinfelden-Echterding: Carus, 2006), 262. 
5 The scores I studied for this section include Reutter’s La Betulia liberata (1734) and Caldara’s Joaz 
(1726). The facsimiles of both scores are published in the Garland, “The Italian Oratorio, 1650–1800” series, edited 
by Joyce Johnson and Howard Smither. For more information on the oratorio from the 1720s to 1760s, see Smither, 
A History of the Oratorio, vol. 1: The Oratorio in the Baroque Era: Italy, Vienna, Paris (Chapel Hill: University of 
North Carolina Press, 1977) and Smither, A History of the Oratorio, vol. 3: The Oratorio in the Classical Era 
(Chapel Hill: University of North Carolina Press, 1987), 69–76. 
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however, in the Dal Segno form, the singers return to the indicated sign as opposed to the 
beginning of the aria, as in the Da Capo style, thus making the arias shorter.6  
In Betulia, Gassmann challenges expectations and convention through his use of 
choruses, scoring for recitatives, and instrumental writing.7 Betulia strays slightly from the 
traditional Metastasian oratorio because, rather than writing one chorus to culminate each part, 
Metastasio increased the number of choruses to three—one occurring in the middle of Part I, and 
the other two occurring at the end of each part. Moreover, two of the choruses are weighty fugal 
movements, which contrasts with the shorter contrapuntal movements found in earlier oratorios. 
While in Metastasian works composers preferred secco recitatives, Gassmann composed more 
accompagnato recitatives, most often occurring during key dramatic moments in the oratorio. 
Not only did this elevate important parts of the drama, but it also served to add timbral color and 
interest to potentially monotonous moments in the work. Finally, Gassmann included a long, 
elaborate overture at the beginning of the oratorio, as well as an instrumental introduction at the 
start of Part II. In so doing, Gassmann could effectively showcase the variety of instruments and 
talented musicians in the Tonkünstler-Societät orchestra. The instrumental introductions would 
also serve to announce the beginning of each part of the oratorio, quieting restless audiences in 
what Mary Sue Morrow describes as the “noise killer function.”8       
Traces of Gassmann’s influence are evident in the works performed by the Society later 
in the 1770s. By expanding the orchestration, adding instrumental sinfonias, and varying vocal 
                                                 
6 Marita P. McClymonds’s contribution to the New Grove “Aria” article gives an excellent overview of aria 
forms in the eighteenth century, which also includes an extremely helpful chart. See Jack Westrup, et al., “Aria,” 
Grove Music Online, Oxford Music Online, Oxford University Press, accessed March 13, 2016. Smither’s discussion 
of aria forms in the oratorio is also helpful. See Smither, vol. 3, 71–75. See also M. F.  Robinson, “The Aria in Opera 
Seria, 1725–1780,” Proceedings of the Royal Musical Association 88 (1961–2): 31–43.  
7 Rice describes the features of Gassmann’s Betulia and explores these elements in comparison to other 
early works performed by the Society in Rice, “Hasse’s Viennese Setting,” 263–66.  
8 Mary Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (Stuyvesant, NY: Pendragon Press, 1989), 142. 
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forms, Gassmann adapted the oratorio for the concert hall in hopes of appealing to the same 
audiences who enjoyed operas nightly. Those composers who followed Gassmann’s lead—
particularly Hasse and Dittersdorf, who are discussed below—continued to explore the dramatic 
capabilities of the genre and brought the oratorio to new heights. In the following section, I 
provide an overview of the Society’s three earliest oratorios, pointing out key musical 
characteristics found in each work. I specifically focus on the lead female character of each 
oratorio, looking at the story, text, and musical setting to argue that the Society had its first 
patron, the Empress Maria Theresa, in mind when programming its earliest works.   
 
 
1772/76:  LA BETULIA LIBERATA BY FLORIAN GASSMANN 
 
 As Gassmann’s biography was discussed in Chapter 1, I will focus here on his musical 
contributions around 1772. Shortly after his 1763 arrival in Vienna, Gassmann became one of the 
city’s most highly regarded composers. Though he composed in most genres, he was best known 
for his ballets and operas, some of which had entertained audiences in Naples, Lisbon, and 
Copenhagen.9 In the year 1771, just before the Tonkünstler-Societät performed his oratorio La 
Betulia liberata, Gassmann premiered three new operas at the Burgtheater, and his most famous 
opera, La contessina, premiered there a year earlier.  He was also known for his orchestral 
writing, evident in both his stage works and his symphonies, which perhaps explains the rich 
timbral colors heard in Betulia. His influence extended to nurturing new talents, as he is credited 
                                                 
9 George R. Hill and Joshua Kosman, “Florian Leopold Gassmann,” Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed April 15, 2016. 
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with bringing the young Salieri (future president of the Tonkünstler-Societät) to Vienna and 
serving as a mentor and surrogate father to him.10 
The libretto for Betulia, written by Metastasio in 1734, comes from the Book of Judith 
found in the Bible Apocrypha, and was considered by the elderly poet to be one of his best 
works. The story takes place in the city of Bethulia, where the Assyrians, under the tyrannical 
rule of Holofernes, have tried to siege the city and have set up camp outside it. With their faith 
wavering, the Bethulians, who are led by the prince Ozìa, are uncertain if they should fight or 
surrender to Holofernes. Amidst this, the widow Judith (Giudiatta) emerges from her home for 
the first time since her husband died, to remind the Bethulians to trust in God, who will protect 
them. Judith briefly returns to her home and when she reappears, she has completely changed—
gone are her dull, ragged clothes and messy hair. Instead she dons bright and beautiful clothing, 
makeup, and an elegant hairstyle, as she quietly and assuredly leaves the walls of Bethulia. In 
Part II, Judith returns to inform the citizens that Holofernes is no longer a threat and she 
produces his head, which she herself has severed. Chaos ensues outside the gates and the 
Assyrians learn that their mighty leader has died. Inside the city gates; however, the Bethulians 
reaffirm their faith in God and praise him for giving them the strength to overcome oppression.     
 One of the most striking features of Gassmann’s Betulia is his use of a significantly 
enlarged orchestra to both showcase his fellow members of the Tonkünstler-Societät and 
emphasize important moments or moods in the story. For instance, Judith’s arrival is marked by 
the presence of a wind band, consisting of clarinets, bassoons, four horns, and a trombone, that 
announce her arrival and convey her significant role in the story. The clarinets are used most 
                                                 
10 Salieri’s contributions to the Society and, in particular, his cantata La Riconoschenza will be discussed 
further in Chapter 5. The relationship between Gassmann and Salieri is discussed in Rice, Antonio Salieri and 
Viennese Opera (Chicago: University of Chicago Press, 1998), 15–17. 
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frequently with Judith’s appearances and are prominently heard during the accompanied 
recitative when Judith first emerges from her tent, and in the aria that follows. Here, the clarinets 
are featured particularly in the introduction, as well as in dialogue with Judith while she sings her 
aria, “Del pari infeconda” (“Equally barren is the bank of the river”), seen in Example 5. The 
alternating passages the instruments play seem to mimic the turbulent river she sings of when 
encouraging her comrades to put faith before fear.    
 
EXAMPLE 5: Gassmann, La Betulia liberate: Aria, “Del pari infeconda,” mm. 23–35 
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Example 5 continued 
 
 
 
 
Gassmann uses a mixture of secco and accompagnato recitatives. The latter, as 
mentioned previously, occur at important moments within the oratorio. Two instances are 
particularly noteworthy for the way Gassmann musically accompanies the gruesome details of 
Holofernes’s death. In the recitative following Judith’s return to Bethulia after staying the night 
at the tyrannical leader’s camp, Gassmann pens slowly changing string chords which add to the 
suspense of the tale. When she describes Holofernes’s attempts to rise and defend himself, the 
strings play ascending-third passages, depicting the wounded man’s efforts to heave himself up. 
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Judith’s final blow to Holofernes’s throat is punctuated by a forte C major chord and when she 
reveals the severed head to her colleagues, the strings plunge downward on a G major chord 
played in thirty-second notes. A later recitative depicts the chaos felt by the Assyrians upon 
realizing their leader has been slain. The strings play tremolos and wild runs that embody the 
frenzy occurring outside the gates of Bethulia.  
Another fascinating aspect of Gassmann’s Betulia is his construction of the three 
mammoth choruses. The first choral movement, “Pietà se irato sei” (“Have mercy, Lord, on us”), 
occurs midway through the first part and is particularly captivating as it includes a vocal soloist 
in addition to the choir. Against piano eighth notes in the strings, the English horn plays a 
hauntingly beautiful melody, which continues as Ozìa and the chorus enter. Here, the group asks 
God for mercy and requests that, if he is angry, he punish Holofernes’s troops, who do not 
believe. The G minor chorus is composed in a sort of call and response, where Ozìa sings the 
initial statement, which the chorus repeats. While Ozìa’s melody is lyrical, the chorus’s 
homophonic reply is somewhat static, rendered through the use of repeated eighth notes with 
relatively little movement in pitch. Gassmann’s gentle and simple approach to this passage 
suggests that Ozìa is leading his people in prayer. Gassmann places particular emphasis on the 
line “Questo lor Dio dov’è”—“Where is this God of theirs?” Not only is it repeated frequently 
throughout the chorus but, following a grand pause, the movement ends with a fortissimo 
statement of the phrase sung by Ozìa and the chorus. This same haunting English horn melody 
returns after Judith’s earlier mentioned aria “Del pari infeconda,” which initiates a short 
repetition of the previously mentioned chorus. Just as earlier, the call and response pattern 
continues; however, this time, the chorus begins singing before Ozìa finishes his statement. 
Rather than a conventional, conclusive ending, the chorus directly leads into a recitative. 
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The final chorus in Part I, “O prodigio, oh stupor” (“O marvel! O amazement!”), occurs 
just after Judith has decided to venture alone into Holofernes’s camp, to the shock and 
amazement of her fellow people. The slow introduction prominently features the trombone 
section. The solemn, yet eerie timbre of the instruments (with their connections to ombra) nicely 
fill the texture of the orchestra and add a sense of mystery, perhaps directed at Judith, the woman 
who unexpectedly emerges from her home and goes on to save her city. Directly following the 
introduction is a brisk fugue, which is interrupted by a short Adagio section, where the chorus in 
unison proclaims “Nulla promette, e fa tutto sperar!”—“She promises nothing, but we are given 
hope!” The fugue begins, only to be interrupted again by the return of the opening material, 
which leads to the final iteration of the fugue. That the mood shifts so frequently shows the 
mixed emotions of a people who are excited about the chance of freedom, but afraid at what cost 
it might come. 
Much like the chorus closing Part I, the final chorus of the oratorio, “Lodi al gran dio” 
(“Praise to great God”), occurs in multiple parts.11 As seen below (Table 18), Gassmann writes 
the initial part of the chorus in rondo form, before adding a fugue, an Andante, and an Allegro 
fugue. 
 
 
 
 
 
 
 
 
 
 
 
                                                 
11 Rice has compared Gassmann’s setting of this chorus to Mozart’s 1771 setting of the work in his “‘Lodi 
al gran Dio.’” He mentions and builds on Gerhard Croll’s assertion that Mozart’s setting is indebted to Michael 
Haydn’s “Cantate Domino laeta pueri cantica,” written in 1770.  
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TABLE 18: Gassmann: “Lodi al gran dio” Outline12 
 
Text Part Key Characters 
“Lodi al gran Dio…” A GM Chorus 
“Venne l’Assiro…” B DM Judith 
“Lodi al gran Dio…” A CM Chorus 
“Fiamme, catene…” C Am Amital 
“Lodi al gran Dio…” A CM Chorus 
“Dispersi, abbandonati…” D FM Ozìa 
“Lodi al gran Dio…” A CM Chorus 
“Solo di tante squardre…” Fugue FM Chorus 
“Alma, i nemici rei…” Andante BbM Amital, Giuditta, Achior, 
Ozìa, Chabri, Charmi 
“Spegnila, e spento in lei…” Fugue 
(Allegro) 
FM Chorus 
 
 
 In the text for the rondo, the chorus praises God for his help in defeating the enemy, the 
details of which three of the soloists recount: Judith sings of the arrival of Holofernes and his 
army, Amital recalls the terror the people felt, and Ozìa closes with the defeat of the barbarians 
thanks to Judith. In Metastasio’s original setting of the text, Judith sang all of the solo parts, but 
with his small revision, Gassmann brings other characters to the forefront of the dramatic 
conclusion. Just as in the conclusion to Part I, Gassmann includes a lengthy fugue (nearly 100 
measures), something future composers for the Tonkünstler-Societät academies would include in 
their own works. Here, in addition to the strings doubling the vocal lines, Gassmann attaches 
brass instruments (including the trombones and horns) to each vocal part, adding a brightness to 
the texture. Gassmann writes the Andante for the six solo characters, and by including the 
soloists, the conclusion resembles an operatic finale. The chorus ends with another fugue where 
Gassmann emphasizes the final words of Metastasio’s text, “a un colpo solo”—“at a single 
blow”—which summarizes the moral of the story: by simply destroying pride, one can 
                                                 
12 This table is derived and modified from Rice, “‘Lodi al gran Dio.’” 
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simultaneously end its inherent vices. To accompany this motto, Gassmann writes a five-note 
musical passage, which is repeated throughout the conclusion.13 
 Though Gassmann’s La Betulia liberata was performed rather infrequently by the 
Tonkünstler-Societät, its inclusion on Society programs corresponds with crucial moments in the 
organization’s history.  At its premiere, Betulia entertained three performances, earning the 
Society more than 2,600 fl—a handsome sum for organization’s musical debut. For this 
performance, the Society engaged performers from the Italian opera buffa troupe; while specific 
names are unknown, perhaps we can speculate that Clementina Baglioni [Poggi], Costanza or 
Rosa Baglioni, Anna Maria Weiss, and Domenico Poggi were some of the performers who 
participated.14 The 1776 revival was given only one performance; this came after Joseph II 
annulled the lease with the theater impresario and it seems that the Society was content just 
scheduling one rendition, despite the fact that it grossed less than 1,000 fl.15 In 1821, the Society 
paid homage to its founder by reviving the oratorio on the occasion of the Tonkünstler-Societät’s 
fiftieth anniversary. While Betulia is virtually unknown in today’s concert culture, Gassmann’s 
oratorio served as a standard on which early composers for the Society modeled their works.  
 
 
1772/73/81: SANT’ELENA AL CALVARIO BY JOHANN ADOLF HASSE 
 
 Hasse was one of the Society’s favorite composers, as his works entertained numerous 
performances during the organizations first twenty-six years, but he was also a favorite of the 
court. Though Hasse never took up permanent residence in Vienna, many of his works were 
                                                 
13 Rice, “‘Lodi al gran Dio.’” 
14 These performers were engaged in some of the Society’s earliest performances including those of 
Hasse’s Sant’Elena in 1772 and 1773, and his Il cantico dei tre fanciulli in 1774. They were also some of the most 
popular singers employed by the theater. Their backgrounds are discussed later in this chapter. 
15 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: November 14, 1776, No. 17. 
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written for Habsburg court festivities and for public performance. Admired in particular for his 
opere serie, which were most often settings of texts by Zeno and Metastasio, he wrote cantatas 
and oratorios that were also known by Viennese citizens. He was frequently commissioned by 
the Empress Maria Theresa to provide music for weddings and special occasions. For example, 
his opera Ipermestra was commissioned by the Empress for the 1744 wedding of her sister, the 
Archduchess Maria Anna, and his festa teatrale, Alcide al bivio, was commissioned for the 1760 
wedding of Joseph II. The Tonkünstler-Societät would perform this work in 1781.   
Hasse’s oratorio Sant’Elena was originally written in 1746 for the Dresden court chapel. 
In 1772, he received a commission from the Tonkünstler-Societät’s protector, Count Johann 
Wenzel Sporck, to submit two oratorios for performance by the Society; Hasse chose Sant’Elena 
and Il cantico dei tre fanciulli, which premiered in December 1774. Excited for the opportunity, 
Hasse postponed his plans to move with his family to Venice in order to complete the 
commission. In a letter to his friend Giovanni Maria Ortes, the composer wrote: 
 
Even if I am a stranger, I am nearly leaving the country and I have 
nothing to do with it, they asked from me an oratorio. His 
excellence Count Spork proposed it to me some months ago as a 
pious deed, with no earning; in such a way I could not avoid to 
accept, especially in a country where I have been benefited from; I 
therefore accepted immediately, and I am writing it with 
pleasure.16 
 
Hasse was one of the earliest composers to set the Metastasian libretto Sant’Elena al 
Calvario, an azione sacra based on events inspired by the resurrection of Christ.17 This work is 
                                                 
16 Translated in Raffaele Mellace, “From Court Chapel to Public Concert: Hasse’s Oratorios from Dresden 
to Vienna,” Musicologica Brunensia 49, no. 1 (2014), 235n2. 
17 The synopsis of this oratorio is derived from Johann Adolf Hasse, Sant’Elena al Calvario, vol. 28, The 
Italian Oratorio, 1650–1800: Works in a Central Baroque and Classic Tradition, eds. Joyce L. Johnson and Howard 
E. Smither (New York: Garland, 1987). 
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also sometimes classified as an oratorio al sepolcro, due to its connection to the resurrection,18 
while others label it an Easter Oratorio.19 The text tells the story of Saint Helena, the mother of 
Constantine the Great, who is on her quest to find the tomb where Christ was placed after his 
death. On her journey she is joined by Saint Macario, bishop of Jerusalem; Draciliano, prefect of 
Judea; Eudossa a Roman citizen; and Eustazio, a Palestinian citizen. Upon discovering the tomb, 
she also locates what she believes is the cross that Christ was crucified on. Though others in her 
search party disagree, someone brings down the cross for Helena to examine closely. While in 
front of the tomb, the search party sees a funeral procession pass by; after holding the cross over 
the corpse, the deceased comes back to life, thus proving the cross was indeed used in the death 
of Christ. Though it was set by such eminent composers as Antonio Caldara (1731), Pasquale 
Anfossi (1777), Giuseppe Sarti (1781), and Marianne Martines (n. d.), Sant’Elena was one of 
Metastasio’s few hagiographical librettos and was also one of his least popular oratorios. 
To compete with the grandeur of Gassmann’s Betulia and align with Viennese taste, 
Hasse made a number of modifications to the structure and music of his earlier setting of 
Sant’Elena. While Hasse reused many of the musical numbers, he expanded the orchestration to 
include (in addition to strings, horns, and oboes) trumpets, trombones, English horns, bassoons 
(often separated from the continuo part), and timpani.20 Thus, Hasse made use of the 
instrumental resources available to him through the Tonkünstler-Societät orchestra. He 
lengthened his Dresden overture from 55 measures to 181 and he separated it into three 
                                                 
18 Don Neville, “Opera or Oratorio?: Metastasio’s Sacred opera serie,” Early Music 26, no. 4 (1998), 597. 
On the sepolcro, see the Introduction of this dissertation. 
19 Neville, “Pietro Metastasio,” Grove Music Online, Oxford Music Online, Oxford University Press, 
accessed March 10, 2016. 
20 The introduction of the Garland edition incorrectly identifies it as the Viennese version, as described in 
Mellace and Rice, “Hasse's Viennese Setting,” 261–72. The manuscript of the Viennese score is held in Milan at the 
Conservatorio di Musica Giuseppe Verdi, Biblioteca. A copy of the Viennese score is held at the Newberry Library 
in Chicago, which was the source consulted here. Hasse, Sant’Elena al Calvario, score, 1772, Newberry Library, 
MS VM 2000.H35o. 
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movements (unlike Gassmann’s earlier model). The first movement, marked Allegro con 
spirituo, is in C minor, a key that Hasse uses to foreshadow the funeral march in Part II. The 
opening movement also features the strings and louder wind instruments including oboe, 
trumpet, horn, and timpani, which directly contrasts with the delicate G major second movement, 
led by the strings and woodwinds. At the top of the page, Hasse writes the term Amoroso, 
indicating that the movement should be played lovingly. This specification, the G major tonality, 
and the scoring for woodwinds and strings relates to Macario’s Part I aria, “Amor, speranza, e 
Fede” (“Love, hope, and faith”), suggesting a connection between the movements and potential 
foreshadowing of characters and events. Much like the first movement, the third movement uses 
the loud wind instruments and a Molto Allegro tempo marking; however, it is in the parallel 
major key of C major, foreshadowing the oratorio’s final chorus.   
Hasse’s expanded orchestration shines in several arias, including the Prefect Draciliano’s 
“Del Calvario già sorger le cime” (“I already see the high altars rising”), in which he sings of the 
temple at Calgary, where the people, including the powerful dukes, make a pilgrimage to 
worship the “king of the spheres.” Fittingly, Hasse utilizes the brass instruments to create a 
robust texture and emphasize the regality of the king. He also includes extremely difficult solo 
flute passages which require dexterity and virtuosity—qualities certainly found in the 
Tonkünstler-Societät’s orchestra. Eustasio’s following aria, “Inte s’affida espera ogni dubbioso” 
(“Every doubtful heart trusts in you”), utilizes the solo flutes and English horns to create a light, 
ethereal timbre, which fits the textural message of encouraging listeners, even those of doubtful 
heart, to trust in heaven. He explores this pairing again in Macario’s Part II aria, “In te s’ascose.” 
Macario’s final aria, “Al fulgor di questa face” (“The splendor of this face”), is as much an aria 
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for oboe as it is for voice; Hasse writes extensive solo passages for the oboe (often accompanied 
by a pair of bassoons) and even gives the final cadenza to the oboist rather than the tenor soloist.   
To increase the drama in the oratorio, Hasse incorporates several, somewhat surprising 
elements. While Part II of the Dresden version of the oratorio immediately begins with a 
recitative, for his Vienna version Hasse temporarily delays the start of the action with a short 
orchestral introduction, much like Part II of Gassmann’s Betulia. But here Hasse heightens the 
drama by allowing Helena to interrupt the overture (Ex. 6), ostensibly silencing the orchestra and 
calling attention to the fact that the search party has finally found the tomb of Christ.  
 
EXAMPLE 6: Hasse, Sant’Elena al Calvario: Sinfonia, mm. 22–35 
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Example 6 continued 
 
  
One of the most intimate parts of Hasse’s setting is his treatment of the funeral 
procession in Part II (Ex. 7). A short C minor instrumental interlude, played by the strings, flutes, 
trombones, and bassoons sounds as the mourners make their way toward Saint Helena and her 
search party in front of the tomb. The opening two measures of the melody are comprised of 
minor seconds (ascending in the soprano instruments and descending in the bass instruments), 
capturing the sadness felt in burying a loved one. Hasse’s use of the trombones is especially 
poignant considering the instrument’s ombra associations. Macario hears the procession in the 
distance, evidenced by the sordini marking in the strings, and asks Helena if she hears the sad 
dirge. The sighing melody returns, but this time in F minor, as the funeral party arrives in front of 
the tomb. With the integration of instrumental interludes in the recitative, Hasse masterfully and 
creatively communicates the dramatic importance of this oratorio scena.  
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EXAMPLE 7: Hasse, Sant’Elena al Calvario: Recitative, “canto funebre,” mm. 1–12 
 
Much like Gassmann, the majority of Hasse’s arias are in Dal Segno form; he also writes 
one duet, for Helena and Eudossa, in Part II. Macario’s aforementioned aria is unique in that it 
twice alternates musical material and meter, creating an ABAB form. Interestingly, this aria has 
no introduction, but instead a long instrumental conclusion. Hasse’s skillfully crafted recitatives 
are primarily accompagnato and effectively communicate each character’s wide range of 
emotions.  
Sant’Elena contains three choruses: two in Part I and a lengthy one that closes Part II. 
These choruses share similarities with those in Gassmann’s Betulia, including their number 
(three in each oratorio), aspects of form, and the implementation of fugues. One of the highlights 
is Hasse’s first chorus—“Di quanta pena è frutta la nostra libertà” (Our liberty is the fruit of so 
much sorrow)—in which the chorus of the faithful enters, led by the solosits Eudossa and 
Eustanzio. Accompanied by delicately running, piano eighth notes in the strings, the male chorus 
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members enter doubled by the brass; the women, along with the flutes and oboes, respond before 
the entire ensemble sings in unison. Hasse’s focus on the wind instruments rather than the strings 
adds color and interest to the line. Eudossa sings a short solo, explaining that God’s goodness is 
greater than the errors of humanity. The women respond—“Di quanta pena è frutta la nostra 
libertà.” Eustanzio next acknowledges that God is not the Old Testament God, full of revenge 
and spite, but rather the God of mercy and grace, to which the men respond with the same phrase 
stated by the women, but in a minor key. The chorus then ends with a repetition of the opening 
material.  
An adjustment Hasse made to align with Gassmann’s Betulia was doubling the length of 
the final chorus of the oratorio, incorporating a substantial fugue to close. This closing chorus, 
“Quanto può ne’soggetti” (“How much the example of the monarch”), makes reference to the 
Monarch, which simultaneously refers to Helena and to Maria Theresa: 
How much the example of the Monarchy/Monarch 
can do in his subjects! Everyone imitates 
the custom of he who rules, and vice, and virtue, 
easily propagate from 
the throne. Therefore the merit 
and the guilt is always greater 
in the king: who from the second example 
for he who becomes good, or evil, 
greater reward or greater punishment awaits.21 
 
The accompanying music rightly includes the trumpets and timpani, reinforcing the 
connection to royalty and adding to the grandeur of the overall movement. Here Metastasio 
praises the Empress and encourages listeners to follow by her virtuous example—these words 
comprise the final take-home message for audience members to contemplate and emulate.  
                                                 
21 “Quanto può ne’soggetti/L’esempio de Monarchi! Ognuno imita/Di chi regna il costume, e si 
propaga/Facilmente dal trono/Il vizio, e la virtù. Perciò più grande/Il merito, e la colpa/Sempre è nel Ré: che del 
secondo esempio/ Per cui buono, o malvagio altri si rende,/Premio maggior, maggior castigo attende.” 
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To perform the solo roles, the Tonkünstler-Societät called on some of the city’s most 
popular opera buffa singers. The sisters Costanza Baglioni and Clementina Baglioni [Poggi] 
sang the roles of Santa Elena and Eudossa, respectively.22 They were engaged by the Burgtheater 
beginning in 1772 and sang both seria and buffa roles. Rice speculates that the sisters likely 
alternated with each other for the prima donna parts.23 Clementina was championed by Joseph 
von Sonnenfels for her “silvery” and “agile” voice, but Charles Burney thought it was small;24 
according to the Theatralkalender in 1772, Costanza’s voice was stronger than her sister’s, but 
not as “pleasing and accurate.”25 Clementina’s husband, the bass Domenico Poggi, created the 
role Draciliano. Poggi sang in Vienna from 1767 until 1775 and was considered one of the key 
members of the opera buffa troupe.26 The mezzo Anna Maria Weiss performed the role of 
Eustanzio. She joined the Burgtheater troupe in during the 1771/72 season and her performances 
earned praises form audiences including Count Zinzendorf.27 Finally, the tenor Domenico 
Guardasoni performed the role of Macario. Guardasoni sang in Vienna from 1772 until 1773, but 
is perhaps most remembered in scholarship for his involvement in producing Mozart’s operas in 
Prague.28  
                                                 
22 The Baglioni sisters were part of a musical family that included their father, the bass and impresario 
Francesco. Francesco’s son, Luigi, played the violin, and there were at least three other daughters who sang—
Giovanna, Vincenza, and Rosina. On Costanza, see Rice, Salieri, 57–60. On Clementina, see Barbara Dobbs 
Mackenzie and Colin Timms, “Baglioni,” The New Grove Dictionary of Opera, Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed March 10, 2016. It is believed that Mozart wrote the role of Rosina in La 
finta semplice for Clementina, but she never performed the role. 
23 Rice, Salieri, 57. 
24 See Mackenzie and Timms. 
25 Rice, Salieri, 57.  
26 In addition to his career as a singer and actor, Poggi wrote poetry and collaborated with Salieri, creating 
the libretto to the opera La locandiera (1773). Ibid, 51–53. 
27 Otto Michtner, Das Alte Burgtheater als Opernbühne: Von der Einführung des Deutschen Singspiels 
(1778) bis zum Tod Kaiser Leopolds II. (1792) (Vienna: Böhlau, 1970), 66–67. 
28 See Tomislav Volek, “Domenico Guardasoni,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed March 10, 2016. 
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The oratorio was the second performed by the Society, in Advent 1772, and it attracted a 
large audience. The high caliber of the performers, their rendering of the piece, and the sizable 
turnout pleased Hasse, who wrote to Giovanni Maria Ortes: 
 
My oratorio has been performed last Thursday and I can say 
without going against the truth that it has been so successful that I 
cannot remember to have done anything that has been so 
successful for many years. So, even if in my age I write nothing 
more, I should be happy, since I ended well. I never had a grander 
performance, since I had in the whole, among instrumentalists, 
singers and choir, 180 performers, and they all did an excellent job 
for me.29 
 
 The work was subsequently repeated in Lent 1773 and during Advent 1781. Perhaps the 
back-to-back performances of the work attested to its popularity with Viennese audiences. 
Beyond Sant’Elena, a number of Hasse’s works were performed by the Society, including Il 
cantico dei tre fanciulli (1774), Alcide al bivio (1781), and one of his choruses (which was 
included in a 1783 variety academy program). Hasse’s Sant’Elena is an excellent example of 
how an “old” oratorio could be updated to fit the prescription of the Tonkünstler-Societät and by 
extension, Viennese audiences. By adding lengthy instrumental introductions and incorporating 
wind solos into the arias, Hasse increased the importance of the orchestra in an effort to 
showcase the talented members of the Tonkünstler-Societät ensemble. Additionally, by updating 
the aria forms and adding a fugue to the final chorus, Hasse’s new creation became one that 
seems to have coincided with Viennese taste and to have rivaled Gassmann’s Betulia.    
 
 
 
 
 
 
 
                                                 
29 Mellace, 236n5. 
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1773/85: ESTER BY CARL DITTERS VON DITTERSDORF 
 
Another composer who contributed greatly to the Society was Carl Ditters von 
Dittersdorf; no fewer than three of his oratorios headlined the Society’s concerts. He also 
occasionally participated as a soloist, where he occasionally played a violin concerto as 
intermission entertainment. Born into a musical family in Vienna in 1732, Dittersdorf quickly 
made his mark on the musical culture of the city. An excellent violinist, Dittersdorf began 
composing in the mid-1750s and some of his earliest instructors were future members of the 
Tonkünstler-Societät, including Giuseppe Bonno and Joseph Trani.30 Dittersdorf was employed 
by the Prince Hildburghausen and accompanied him to his post during the Seven Years’ War; 
shortly after his return to Vienna in 1758, he fled to Prague to escape gambling debts and other 
trouble he had gotten into. In 1761 he was dismissed from the Prince’s service and (thanks to an 
agreement between the Prince and the theater impresario, Count Giacomo Durazzo) he joined 
Vienna’s Burgtheater orchestra. Concert programs indicate that his music was performed 
publicly as early as 1762; the success of these and subsequent performances made him one of the 
most loved Viennese musicians.31 
As discussed in Chapter 2, Dittersdorf was commissioned by Gassmann to compose an 
oratorio for one of the Society’s academies. The circumstances surrounding the encounter are 
fascinating both for the detail with which Dittersdorf describes the situation and because it 
provides a glimpse at the competitive side of professional music-making in Vienna.32 According 
to his memoirs, Dittersdorf borrowed a copy of Gassmann’s Betulia; when the elder composer 
visited him to retrieve the score, he mentioned that Dittersdorf should compose an oratorio for 
                                                 
30 On Dittersdorf, see Heartz, Haydn, Mozart and the Viennese School (New York: W. W. Norton & Co., 
1995), 433–52.  
31 Heartz, 437. 
32 See Dittersdorf, Lebensbeschreibung, 197–203.  
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the performances. A miscommunication led Gassmann to believe Dittersdorf was too nervous to 
accept the commission because the younger composer’s new work would follow oratorios by the 
well-established Kapellmeister and Hasse.  
Dittersdorf was convinced that Gassmann’s invitation to compose came with an ulterior 
motive. His friend, the Czech composer (and Society member) Václav Pichl, apparently warned 
Dittersdorf that Gassmann was not to be trusted and was actually being condescending rather 
than supportive of the young composer. Nightly, Dittersdorf attended opera performances to 
carefully study the Viennese singers who would appear in his oratorio, which was part of his plan 
to best Gassmann. His idea must have worked, as Pichl claims Joseph II said he preferred 
Ditterdorf’s work to that of Gassmann and Hasse.33 It is unclear how much of Dittersdorf’s 
anecdote is true, though rivalry among composers and musicians was not uncommon. While 
Dittersdorf paints Gassmann as a bully, it seems unlikely the Kapellmeister would have 
intentionally risked sabotaging a benefit concert for his own organization merely to prove his 
compositional superiority. Perhaps Dittersdorf felt the need to heighten his status by suggesting 
his musical contribution was indispensable to the Society, the Viennese, and the court—where he 
was hoping to gain employment. 
Gassmann had suggested the young composer set a text by Metastasio or Zeno; however, 
considering the massive choral forces available, Dittersdorf decided to choose a different libretto 
in order to include more choruses. The text of Dittersdorf’s La liberatrice del popolo giudaico 
nella Persia, o sia l’Ester was written by Father Salvatore Ignazio Pintus and is based on the 
Book of Esther. A facsimile of the work was published by Garland in 1987 and a 1979 LP 
                                                 
33 Dittersdorf, 202. 
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recording directed by the conductor Ferenc Szekeres includes the choruses and several arias.34 In 
crafting the work, Pintus assumed his audience’s familiarity with the Biblical story, as several 
important elements are left out of the libretto. The beautiful, young Esther, a Jewish woman, has 
married King Assuerus to become the Queen of Persia; however, her faith is unknown to her 
husband. Her uncle Mardochai, who lives just outside the gates to the royal palace, informs 
Esther of a plot to assassinate her husband. The palace guards capture and put to death the 
assassins, and the King orders that all those outside the palace gates worship him. Mardochai 
refuses due to his religious beliefs, and Amano (second in command to the King) issues a decree 
to exterminate all of the Jews in Persia. Dittersdorf’s oratorio begins here, with a chorus 
demanding that the Jews will be killed, which is followed by a chorus of the Jews praying to God 
for guidance. Mardochai appeals to Esther to go before the King and ask him to reconsider. 
Though approaching the King without being summoned is a terrible crime, Esther risks her life 
to save her people. When she meets the king, he marvels at her beauty and offers to grant her any 
request. Esther asks that the King dine with her that evening, at which point she reveals Amano’s 
plans to kill the Jews, which would include her, as well. She requests that the King kill the traitor 
Amano and, after she explains her relationship to Mardochai, the King elevates his status. The 
Jews are saved and the final chorus praises the King and Queen.  
 One feature that sets Dittersdorf’s oratorio text apart from traditional Metastasian works 
is the dramatic timing and the role of the chorus. The story takes place over the course of 
multiple days, as opposed to all events happening in twenty-four hours. Rather than isolating the 
action in one place, Pintus introduces five different locations and the beginning of each scene is 
                                                 
34 Dittersdorf, Ester, vol. 24, The Italian Oratorio, 1650–1800: Works in a Central Baroque and Classic 
Tradition, eds. Joyce L. Johnson and Howard E. Smither (New York: Garland, 1986). Dittersdorf, Ester, conducted 
by Ferenc Szekeres (Hungary: Hungaroton, 1978). My summary below is derived from preface of the Garland 
edition. 
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denoted in the score. Dittersdorf’s focus on the role of the chorus is one of the most unique 
features of his Ester. The oratorio includes seven choruses in all, most of which occur in the first 
part. In the first two choruses, in particular, Dittersdorf carefully crafts the music to evoke the 
feelings and ambitions of two disparate groups of people. Following the overture, the oratorio 
opens with a chorus, “A cruda morte traggansi” (“Dragged to a cruel death”), for the ruthless 
Amano’s attendants, who respond to his decree that the Jews will be killed (Ex. 8). Scored in D 
minor with forte, storm-like sixteenth-note runs and pulsing syncopations, the furious chorus 
sings that the Jews will meet a painful death and their blood will flow through the streets. The 
people’s hostility and anger subside in the middle, F major portion of the chorus. Here Amano 
enters with a calming, sweet melody as he pleads that the night pass quickly so that he can 
sooner rest in peace after the dastardly deed is done. The chorus ends with a reprise of the 
opening, storm material. 
 
 
EXAMPLE 8: Dittersdorf, Ester: Chorus, “A cruda morte traggansi,” mm. 6–13 
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Example 8 continued 
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Example 8 continued 
 
 
 
 Following an aria by Amano, a choir of Jews enters. Though their chorus, “D’Abramo, 
Isacco figli” (“The sons of Abraham and Isaac”), is written in the minor, just as the previous 
chorus was, the music takes on a very different shape (Ex. 9). While the music maintains a sense 
of urgency, the orchestral introduction is much softer and lighter, with frantically winding 
melodic passages, as opposed to the “Sturm und Drang” feel evoked previously. The chorus 
begins softly but suddenly changes to forte while singing the word “miseri,” thus proclaiming the 
Jews’ fear in the present situation. While the opening chorus was set homophonically, Dittersdorf 
allows here for a little more independence between the female and male voices, creating variety 
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and interest in the overall texture. Perhaps this contrapuntal aspect is meant to contrast with the 
homophonic and almost robotic texture of the previous chorus, whose members blindly follow 
Amano’s plan. 
 
EXAMPLE 9: Dittersdorf, Ester: Chorus, “D’Abramo, Isacco figli,” mm. 9–13 
 
 
 
 
 
 The other choruses in Ester showcase Dittersdorf’s compositional technique and his 
ability to musically further the drama in the story. The opening choral movement is not the only 
time Dittersdorf allows a main character to interact with the chorus. Midway through the chorus 
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“Di Persia nella regia” (“The royal house of Persia”) in Part II, Esther and her confidant Zare 
sing praises for the king who has saved the Jews. Such alternations between soloist and chorus 
have been compared to the Gluckian operatic tableau.35 Two of the choruses include weighty 
fugues in the Handelian style, such as the lengthy final chorus, “La Persia ed Isdraello” (“Let 
Persia and Israel”). The chorus “Per noi quel I core s’agita” (“For us that his heart trembles”), 
occurring midway through Part I, is labeled “I Furie” and describes, from the perspective of the 
Jews, the anger that Amano has for the people and the pleasure he must surely derive from their 
suffering. This C minor chorus opens with sighing passages in the violins that continue as the 
chorus homophonically enters in long, deliberate pulses. Later, Dittersdorf separates the voices, 
creating a mournful counterpoint throughout the ensemble. The second part of the chorus is a 
fugue whose subject is a descending minor scale. Written in 3/8 time, the pulsing, dotted quarter 
notes depict the sadness and despair felt by the Jews. 
 Some of Dittersdorf’s most creative writing is saved for the character Esther, and is most 
evident through the orchestration. Throughout the oratorio, Dittersdorf primarily uses secco 
recitative, reserving accompanied recitative for moments of heightened importance, most of 
which involve Esther. By writing accompaniment to her dialogue, Dittersdorf elevates Esther’s 
characterization and enforces her crucial role in the story. Despite the musical forces available 
through the Tonkünstler-Societät orchestra, most of the numbers in the oratorio call for oboe, 
horn, and strings; however, in Esther’s first aria, “A confusion degl’empi” (“A confusion of the 
wicked”), Dittersdorf incorporates trumpets and timpani into the texture, adding a regal grandeur 
that ceremoniously depicts Esther’s social position and praise for God. In her aria “S’è ver, che 
m’ami” (“If it is true that you love me”), Esther pleads that her husband show his love by 
                                                 
35 Rice, “Vienna under Joseph II and Leopold II,” in The Classical Era: From the 1740s to the End of the 
18th Century, ed. Neal Zaslaw (Englewood Cliffs, New Jersey: Prentice Hall, 1989), 147. 
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condemning the traitor Amano. A solo flute doubles Esther’s melismatic passages and 
occasionally comments on her vocal line in a sort of duet. 
 One of the most moving numbers is the duet for Esther and her husband Ahasverus, 
which opens Part II of the oratorio. Noticing that his wife is distressed but unable to discern why, 
the King offers Esther part of his kingdom; however, Esther is concerned about how her husband 
will react when he discovers she is Jewish. She rejects his offer and says his love and friendship 
will suffice. Written in a slow 3/4 meter, the duet begins immediately without an instrumental 
introduction, as if Ahasverus is impatient to discover what is stressing his wife. Dittersdorf pens 
extended and delicate melismatic passages with sequential suspensions for each singer, allowing 
their voices to carefully intertwine as a symbol of their affection and longing for one another. 
That Dittersdorf wrote such an intricate passage for the two characters suggests he was indeed 
familiar with his vocalists, as suggested in his memoirs.36   
 Ester was one of the Society’s most financially successful oratorios, grossing more than 
2,000 fl after the 1773 performances and garnering the interest of Vienna’s soon-to-be emperor, 
Joseph II, who reportedly proclaimed that he preferred this work to the previous two (by 
Gassmann and Hasse) performed by the Society. For the revival in 1785, the Society apparently 
called for a number of changes to the score presumably so that the work would align with 
audience taste, though there is no evidence of this request in the meeting minutes. Herbert Seifert 
notes that parts of the recitatives and arias were revised to tighten and shorten the work, and 
Dittersdorf added a new an accompanied recitative and two arias.37 Despite the revisions, this 
                                                 
36 The playbill does not indicate which singers participated in the performance of Ester; however (as 
discussed previously), the cast could have included Clementina Baglioni [Poggi], Costanza or Rosa Baglioni, Anna 
Maria Weiss, and Domenico Poggi. 
37 Herbert Seifert states that the accompanied recitative and aria were written for the alto voice by Michele 
Mortellari and an aria for Atta was written by Angelo Tarchi. A recording released by Szekeres in 1978 includes two 
arias not found in the 1773 score: the alto solo “Ferma, t'arresta” and Atta’s aria “Ah, se in vita.” See Seifert, 
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performance was one of the Society’s least profitable academy series, grossing just over 1,000 fl 
over both nights. Though he never applied for membership, Dittersdorf made musical 
contributions that were important to the Society’s cultivation of the oratorio genre. In fact, his 
oratorio Giobe, written just one year after the revival of Ester (and discussed further in Chapter 
4), was especially crafted to fit the changing taste of Viennese audiences.    
 
PATRONAGE AND ALLEGORY 
 
While the earliest works commissioned by the Tonkünstler-Societät are noteworthy for 
their composition in the “großes Oratorium” style begun by Gassmann, these works are also 
significant in their need for a strong, leading female character. It is almost certainly no 
coincidence that Maria Theresa was the reigning monarch and the first patroness of the Society. 
Is it possible the Society had the Empress in mind when it was programming its first oratorios? 
To probe this question, I first briefly consider the use of allegory in dramatic compositions 
during the eighteenth century, using Ruth Smith’s work with George Frideric Handel’s oratorios 
as a starting point. Then, I explore the possibility that the earliest works commissioned by the 
Society contain allegorical allusions to the Empress in an attempt to flatter her and potentially 
earn more income for the organization through her patronage.  
In the seventeenth century, allegorical connections between texted works (especially the 
genres of opera seria and oratorio) and the politics and government of the time were typically 
blatant. Such connections manifested in the form of parable, mythological symbolism, or 
topical/political allusion.38 Allegory was also geographically defined, as certain cities tended 
                                                 
“Dittersdorfs Oratorien,” in Carl Ditters von Dittersdorf: Leben, Umwelt, Werk, Internationale Fachkonferenz in der 
Katholischen Universität von 21.–23. September 1989, ed. Hubert Unverricht (Tutzing: Hans Schneider, 1997), 94. 
38 Curtis Price and Patrick Carnegy, “Allegory,” The New Grove Dictionary of Opera, Grove Music Online, 
Oxford Music Online, Oxford University Press, accessed April 10, 2016. 
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toward one of the aforementioned themes; Viennese composers and librettists were drawn to 
historical and heroic plots, which were then connected to the politics of the Austrian Empire.39 
The use of allegory began to wane during the late eighteenth century, and according to Curtis 
Price, “any allegory [was] a generalized one of imperial benevolence and generosity.”40 This 
statement could ring true for the intentions of the composers and membership of the Tonkünstler-
Societät, as the organization’s goals were ultimately financially motivated. As we will soon see, 
while it is difficult to interpret the entire plot of an oratorio as serving as an allegorical depiction 
of a specific political or historical event, it is possible to draw parallels between characters within 
the drama and political leaders.  
In recent years, several sources have sought to explore the relationship between the 
librettos of Handel’s oratorios and political thought, allegory, and reception. In particular, Ruth 
Smith has described in great detail how political and moral allegories can manifest in musical 
works in a variety of different ways, including topical illusion, in which current events are 
openly referred to, and application, where audience members can draw parallels between the 
events in the story and current or historical events.41 The characters used in dramas can allude to 
actual people or abstractions of people. What Smith stresses, however, is that there are different 
levels of interpretation; the librettist’s intent in penning the text, the composer’s reading of the 
text, and each audience member’s interpretation during the experience could be quite different.42 
One must also remember that an audience member’s interpretation of texts over time could 
change depending on the social or political climate.   
                                                 
39 Price. 
40 Ibid. 
41 Ruth Smith, Handel’s Oratorios and Eighteenth-Century Thought (Cambridge: Cambridge University 
Press, 1995), 210–13. 
42 Ibid., 187. 
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In her book on Handel’s Israelite librettos, Deborah W. Rooke briefly discusses the 
allegorical connotations in Esther, the composer’s first oratorio.43 She points out that Handel 
quotes two of his coronation anthems at crucial moments in the story; one anthem is meant to 
represent the Queen Caroline (Esther) and the other, King George II (Assuerus).44 She cautions 
that, while it may be tempting to fix an allegorical interpretation to the entire work, the actions in 
the oratorio cannot be translated into situations occurring in reality. Thus, it is better to think of 
the oratorio and its main characters in terms of flattering and commenting on individual 
characteristics of the rulers. Handel’s second oratorio, on the topic of Deborah, also contains 
allegorical connections to Queen Caroline, to whom the work was dedicated, largely due to her 
patronage of the arts.45  
In terms of programming, we can trace similar patterns between England and Vienna. In 
my study of the Tonkünstler-Societät oratorios, I choose not to provide a deep analysis of the 
libretto texts as both Smith and Rooke do, but rather, to consider the parallels between the lead 
female characters in the oratorios and Maria Theresa. Here, I think particularly about personality 
traits, morals, and leadership abilities. Drawing connections between the overall storyline and 
historical events is much more difficult, and perhaps can be done most compellingly in the case 
of Judith in La Betulia liberata. While there is no way of definitively knowing that the Society or 
its composers had the Imperial family in mind when programming these three oratorios, 
                                                 
43 Rooke’s central goal is tracing the way in which the Biblical story was adapted by Handel’s librettists, 
considering what adaptations were made to the story, why they were made, and what such changes could mean. As 
Rooke and Smith demonstrate, these changes are particularly fruitful in Handel scholarship, as many liberties were 
taken. In the case of Esther, the oratorio libretto was adapted from a play by the French dramatist, Jean Racine—not 
from the Bible. Deborah W. Rooke, Handel’s Israelite Oratorio Libretti: Sacred Drama and Biblical Exegesis 
(Oxford: Oxford University Press, 2012). Smith also discusses the textural history of Esther in Chapter 11.   
44 The anthems quoted include “My heart is inditing” and “Zadok the Priest.” Rooke, 27, 29. 
45 Ibid., 32–35. 
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considering the possibility of allegory allows us to think differently about the motivations of the 
Society and the underlying message of eighteenth-century oratorios.  
Though Maria Theresa is now considered to be one of the most influential rulers of the 
eighteenth century, the beginning of her reign was plagued by a number of challenges that the 
young Empress had to overcome.46 Following the death of his brother Joseph I in 1711, Charles 
VI became the only living male heir to the House of Habsburg. Before his death, Joseph I signed 
the Mutual Pact of Succession stating that if Charles was unable to produce a male heir before 
his death, Joseph’s daughter (Maria Josepha) would succeed to govern all of the Habsburg lands. 
After Charles ascended the throne, he became unhappy with this decision and worked tirelessly 
to change the pact, ensuring that one of his daughters would ultimately inherit the throne should 
he not produce a male heir. This resulted in the Pragmatic Sanction of 1713, an edict that was 
passed nearly five years prior to his oldest daughter Maria Theresa’s birth.47 Passing the Sanction 
was an all-consuming task for Charles, and resulted in much criticism from contemporaries and 
recent scholars alike. Scholars have oft quoted Prince Eugene of Savoy’s suggestion that Charles 
focus on filling the dwindling royal treasury and build the army rather than focus on the 
Sanction.48 At his death, he left his daughter with limited finances (most of which were claimed 
by her mother) and a less than adequate army. Another paradoxical element to the Sanction is 
                                                 
46 Among the resources on Maria Theresa, see Edward Crankshaw, Maria Theresa (London: Longmans, 
Green, and Co., 1969); William J. McGill, Jr., Maria Theresa (New York: Twayne Publishers, 1972); Edwin 
Dillmann, Maria Theresia (Munich: Verlag, 2000); Walter Koschatzky, ed., Maria Theresia und ihre Zeit: Eine 
Darstellung der Epoche von 1740–1780 aus Anlaß der 200. Wiederkehr des Todestages der Kaiserin (Vienna: 
Residenz Verlag, 1980); Roswitha Vera Karpf, ed., Musik am Hof Maria Theresias (Munich: Musikverlag Emil 
Katzbirchler, 1984); and Derek Beales, Joseph II, vol. 1: In the Shadow of Maria Theresa, 1741–1780 (London: 
Cambridge University Press, 1987). A particularly fascinating book on Maria Theresa examines portraits, 
architecture, statues, and gardens during her reign. See Michael Yonan, Empress Maria Theresa and the Politics of 
Habsburg Imperial Art (University Park: Pennsylvania State University Press, 2011). 
47 The Pragmatic Sanction was accepted by every court in the Holy Roman Empire, but the courts of 
Saxony and Bavaria rejected it because Joseph I’s daughters belonged to these courts. See Charles W. Ingrao, The 
Habsburg Monarchy, 1618–1815, 2nd ed. (Cambridge: Cambridge University Press, 2000), 128–30. 
48 Ibid., 129. 
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Charles’s enthusiasm in securing the throne for his daughter but his reluctance to prepare her to 
ascend it. There are no records that suggest she attended meetings, read any imperial documents, 
or was introduced to those who would serve her. As she was a female, Maria Theresa was 
ineligible to become Holy Roman Emperor so instead, the post went to Joseph I’s son-in-law, 
(Charles II) and in 1745, it was taken by Maria Theresa’s husband, Francis Stephen (Francis I).49 
Immediately after ascending the throne, the twenty-three-year-old Empress’s power, 
leadership abilities, and wit were tested in the War of Austrian Succession (1740–1748), which 
began when France, Prussia, Bavaria, and Saxony contested her claim to the throne and declared 
war on her Empire.50 During the struggle, Frederick II (“The Great”) of Prussia tried to strike a 
deal with Maria Theresa, stipulating that if she gave him at least a portion of Silesia (known for 
its fertile farm lands), he would defend her right to the throne. Seeing the offer as a threat that 
might negate the entire Pragmatic Sanction, Maria Theresa rejected Frederick and continued to 
fight, ultimately losing Silesia to Prussia. (From this point on, the Empress saw Frederick as her 
mortal enemy and tried once again, unsuccessfully, to regain Silesia in the Seven Years’ War 
(1754–1763)). At the end of the War of Austrian Succession, the Pragmatic Sanction was 
recognized in the Treaty of Aix-la-Chapelle. 
Her ability to command her troops and rule her people no doubt inspired artists and 
composers in their creative works. The first three works commissioned by the Tonkünstler-
Societät may have been programmed with the Empress in mind. Each of the works, Gassmann’s 
Betulia, Hasse’s Sant’Elena, and Dittersdorf’s Ester, require a strong female leading character 
                                                 
49 Maria Theresa married Francis Stephen of Lorraine (1708–1765) in 1736; in 1737 he ceded Lorraine and 
became Grand Duke of Tuscany. With their marriage, the bloodline became the House of Habsburg-Lorraine. The 
couple had sixteen children, thirteen of whom survived past infancy; two (Joseph II and Leopold II) would go on to 
rule the monarchy.  
50 Ingrao, 152–59. 
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whose struggles seem to parallel those in the life of Maria Theresa. Few scholars have explored 
the potential allegorical connections between Maria Theresa and these oratorios. In his 1985 
dissertation, David Bradley examines the story of Judith and compares the characteristics of the 
Biblical heroine to Maria Theresa.51 Bradley notes that more than thirty-five settings of the 
Judith story were composed during the eighteenth and nineteenth centuries, and he explores 
settings of La Betulia liberata by Reutter (1734) and Gassmann (1772). He also mentions that a 
Jesuit drama titled Judith was performed in Prague for Maria Theresa’s 1743 coronation as 
Queen of Bohemia, which further links the two female leaders.52 Bradley writes that there are 
four characteristics shared by the two women: their beauty, their love for their husbands, their 
activities in masculine spheres (including leadership, power, etc.), and their religious 
sensibilities.53 He explains that both women cared deeply for their husbands during life and took 
part in a lengthy mourning period after their spouses’ deaths. While Judith was not an empress or 
queen, she fulfilled the role of warrior by attacking the enemy, Holofernes. As explored above, 
Maria Theresa’s enemy was Frederick the Great, whose armies faced each other in battle 
numerous times. Though these actions were treacherous, she never lost faith in God. Maria 
Theresa’s conviction is also seen through her Jesuit schooling and her letters, especially late in 
life, which confirm her faith and piety.  
Based on Bradley’s list, I argue that these same qualities can be seen in the character 
Esther, and perhaps result in an even stronger connection.54 Much like Judith and the young 
                                                 
51 David Cameron Bradley, “Judith, Maria Theresa, and Metastasio: A Cultural Study Based on Two 
Oratorios” (PhD diss., Florida State University, 1985). 
52 Ibid., 34. 
53 Ibid. 
54 Lois L. Huneycutt explores the “Esther topos” in the Middle Ages, arguing that Queen Matilda (wife of 
Henry I of England from 1100 to 1118) was influenced by Esther, specifically through her influence over her 
subjects and ability to intercede with her husband. See Huneycutt, “Intercession and the High-Medieval Queen: The 
Esther Topos,” in Power of the Weak: Studies on Medieval Women, ed. Jennifer Carpenter and Sally-Beth MacLean 
(Urbana: University of Illinois Press, 1995), 126–46. 
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Maria Theresa, Esther was known for her beauty; it was this characteristic that pleased King 
Xerxes so much that he chose Esther as his wife over the other women in his kingdom. In 
Dittersdorf’s oratorio, it is Esther’s beauty that prompts the King to grant her any request. The 
love and trust in her husband is perhaps best heard in their Part II duet, in which Esther asks her 
husband to dine with her that evening. Though he promises to grant her any wish, she only 
requests his friendship, and perhaps forgiveness for keeping her identity a secret. Much like 
Maria Theresa, Esther occupies a position of royalty, and she uses her power to help save her 
people from a cruel fate. Finally, as with Judith and Maria Theresa, Esther never lost her faith, 
despite the number of trials she faced. The final chorus of Dittersdorf’s Ester is particularly 
revealing as it allegorically compares Esther to the Virgin Mary while also predicting the coming 
of her son, Christ. One cannot help but wonder if Dittersdorf had Maria Theresa and her son 
Joseph II in mind, especially since, as noted above, the composer had a special kinship with the 
future Emperor. While it is unclear if eighteenth-century audiences perceived this connection, 
those in the nineteenth century certainly did. In an 1888 article in the Pall Mall Budget, a weekly 
English magazine, a writer included both Maria Theresa and Esther on a list entitled “feminine 
greatness in all ages,” where they are categorized as “women of action.”55  
Of the characteristics Bradley mentions, the one that seems most important to this study 
is a comparison of the women’s activities in masculine spheres—namely their position in politics 
and relationship to military activities. All three women (Maria Theresa, Esther, and Judith) 
possess strength, conviction, and perseverance when facing their enemies. But competing against 
such adversity also required faith and leadership—qualities Saint Helena possesses. Though she 
                                                 
55 This article was reprinted in the American magazine, America: A Journal of To-day 1, no. 39, December 
27, 1988, 8. The topic of the article was subsequently picked up by a number of papers, especially in America, 
including The American Stationer, The American Magazine, and The Contributor.   
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is met with doubt by her colleagues, she successfully leads them to the site where Christ was 
crucified and buried. Saint Helena (herself an empress) is the patron saint of empresses, thus 
linking the women even further.  
If we move beyond the surface connections that Bradley makes, we can also begin to 
consider if the librettist and composer intended any allegorical textual or musical allusions in a 
given work. When Metastasio was appointed Vienna’s court poet in 1730 (replacing Apostolo 
Zeno), theatrical works were closely bound to the political sphere. As Don Neville writes: “the 
Italian oratorio and theatrical genres…had become matters of course as demonstrations of the 
Habsburg ‘image of majesty’—of Habsburg piety, moral stance, divine favour, awe, power and 
order—to be projected at the Hofkapelle (and subsequently reported) or at the court theaters.”56 
Thus, it seems natural that Metastasio’s libretti would capture these same themes, which would 
also be expected by audiences. This is particularly true for his opera seria, Semiramide 
riconosciuta (“Semiramis Recognized”), which was selected for Maria Theresa’s coronation in 
Prague during 1743.57 Though the text was written in 1729 (before Metastasio arrived in 
Vienna), the text aligns with the political situation perfectly: because of her gender, Semiramide 
almost loses her throne, and audiences would have certainly recognized the strikingly similar 
situation that their young Empress faced.58 Another relevant example is his text for the festa 
teatrale, Alcide al bivio (“Alcides at the Crossroads”), written for the 1760 marriage of Joseph II 
to Isabella of Parma.59 Here, the character Hercules represents Joseph II, and Hebe (the daughter 
                                                 
56 See Neville, 596. 
57 Bruce Alan Brown, Gluck and the French Theatre in Vienna (Oxford: Clarendon Press, 1991), 129–35. 
58 Heartz, Haydn, Mozart and the Viennese School, 144. 
59 For an excellent study on the musical events during Habsburg marriage celebrations, see Andrea 
Sommer-Mathis, Tu felix Austria nube: Hochzeitsfeste der Habsburger im 18. Jahrhundert (Vienna: Verlag, 1994). 
For the marriage of Joseph II to Isabella of Parma, see 83–103. 
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of Juno and Hercules’s bride) represents Isabella.60 The Society performed this work during its 
March 1781 academy (the first since the 1780 death of Maria Theresa), perhaps as a gesture 
toward the new Emperor. 
To the best of my knowledge, Gassmann, Hasse, and Dittersdorf do not use explicit 
musical cues to link Maria Theresa to the heroines of their oratorios, as Handel did in quoting the 
Coronation Anthems in his oratorio Esther (thus musically linking Esther to Queen Caroline).  It 
is important to remember, however, the strong connections these composers had to the Habsburg 
court and Maria Theresa: Gassmann was employed as Hofkapellmeister, Dittersdorf hoped to 
gain employment, and Hasse’s compositions were greatly admired by the Imperial family and 
often performed during special occasions (i.e., coronations, marriages). In considering the 
musical treatment of Judith, Helena, and Esther, there are a few significant characteristics that 
each composer highlights, allowing the lead female to stand apart from the other characters 
within the oratorios. Technically, their arias contain elaborate, melismatic lines that are fitting for 
both a prima donna and an empress, as leading-ladies in their own spheres. The composers also 
used colorful instrumentation to reinforce the significance of each character. For example, 
Gassmann uses the clarinets (at this point, not yet a regular member of the orchestral setting) 
almost exclusively when Judith sings, resulting in unique sonorities that sets Judith’s arias apart 
from the rest. To emphasize her role as royalty, Esther’s first aria, “A confusion degl’empi,” 
incorporates triumphant trumpet, horn, and timpani fanfares.  
In addition to scrutinizing the creation of the music itself, we must also consider the role 
of the Tonkünstler-Societät as the commissioning organization. The Society’s focus on repertoire 
                                                 
60 Bruce Alan Brown, “‘Mon Opéra Italien:’ Giacomo Durazzo and the Genesis of Alcide al bivio,” in 
Pietro Metastasio – uomo universal (1698–1782): Festgabe der Österreichischen Akademie der Wissenschaften zum 
300. Geburtstag von Pietro Metastasio, ed. Andrea Sommer-Mathis and Elisabeth Theresia Hilscher (Vienna: 
Österreichischen Akademie der Wissenschaften, 2000), 115–42, especially 124–29. 
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with empowering female leaders may be in part due to Maria Theresa’s patronage. In fact, the 
Society’s first order of business in its meeting notes from 1771 was the acknowledgement of the 
Empress’s 500 ducat donation, and members of the Imperial household regularly attended 
academies.61 Moreover, as discussed in Chapter 1, the Imperial court also donated 1,800 fl yearly 
for the Society’s first ten years. Perhaps the Society hoped to use the oratorios to flatter the 
Empress through highlighting specific character strengths, as well as honor her musically in 
hopes of securing additional financial support. The use of allegory at Tonkünstler-Societät 
academies to appeal to its patrons may also be traced to Joseph II’s rule (discussed in Chapter 4), 
the performance of Salieri’s cantata La Riconoscenza to honor the organization’s twenty-fifth 
anniversary, and Süssmayr’s uplifting patriotic cantata, Der Retter in Gefahr (both discussed in 
Chapter 5).   
 Another empress to take interest in the activities of the Tonkünstler-Societät was Marie 
Therese, the second wife of Emperor Franz II. Unlike her older namesake, the young Empress 
was actively involved with the Society’s academies through suggesting repertoire, attending 
performances, and making donations. During her brief tenure at court, from 1792 until her death 
in 1807, the Empress was extremely active in shaping musical life in Vienna through her roles as 
performer, patroness, and collector of music.62 She was particularly interested in oratorios and 
drammi sacri (sacred dramas), and possessed forty-three manuscript scores, including three of 
Haydn’s monumental works: Die Schöpfung, Die Jahreszeiten, and Die sieben letzten Worte. In 
1797, she wrote to the Society requesting a copy of Haydn’s Il ritorno di Tobia, but Secretary 
                                                 
61 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 23, 1771, No. 1. 
62 See Rice, Empress Marie Therese and Music at the Viennese Court, 1792–1807 (Cambridge: Cambridge 
University Press, 2003). 
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Paul Wranitzky responded that, regrettably, the music had been discarded.63 The next year, Marie 
Therese approached Salieri with a score that she requested the Society perform and also asked 
that some of her favorite singers be engaged.64 The work was likely a set of Psalms by the Italian 
composer Ettore Romagnoli, which appeared in the December 1798 variety academy.65 The 
Empress’s musical donation received mention on the Society’s playbill, but despite her generous 
contribution, Rosenbaum mentions that “the empress’s cantata fell straight into the pit. No one 
other than Therese (Gassmann) was applauded.”66 Rice has published the Empress’s musical 
diary from 1801–03, which shows her attendance at several Society academies; it seems safe to 
assume she attended performances before this time considering her knowledge of the Society, her 
involvement in suggesting repertoire, and her donation record.67 According to the box office 
reports, both she and Franz gave generously to the Society at several academies.  
 Studying the Empresses Maria Theresa and Marie Therese in their role as patronesses in 
the male-dominated Tonkünstler-Societät allows us to think differently about the programming 
selected for the organization’s academies—whether a work is meant to allegorically mirror an 
empress or whether it was programmed at her request. Either way, the hope for additional 
financial support was likely the motivating factor. But the study of female patronage calls into 
question the more general involvement of women in the Society’s activities. While the Society’s 
                                                 
63 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle: November 8, 1797, No. 23. Dexter Edge has since 
shown that the score materials had not been discarded, as the Society suggested. While Part I of the oratorio is 
missing, Part II is held at the Vienna Stadtbibliothek. See Edge, “Recent Discoveries in Viennese Copies of Mozart 
Concertos,” in Mozart’s Piano Concertos: Text, Context, Interpretation, ed. Neal Zaslaw (University of Michigan 
Press: Ann Arbor, 1996), 54, 63. 
64 Rice, Marie Therese, 173. 
65In his journal, Rosenbaum mentions that the work to be performed was a requiem, and on the program, 
the Society indicates that it would perform a cantata. Rice suggests that the work was actually the Psalms because 
Marie Therese had a copy of this work in her library. Ibid.  
66 Cited in Ibid., 174. Gassmann was one of the Empress’s favorite singers and was specifically requested 
for this performance. While she was indeed popular, we must remember that she was courting Rosenbaum (whom 
she married in 1800), thus his perception might be slightly biased.  
67 See Ibid., 279–309. 
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orchestra and chorus were entirely comprised of men, women were able to participate as vocal 
soloists and, to a lesser extent, as instrumental soloists. In the section that follows, I introduce the 
female musicians who participated in the Society’s academies and I also devote considerable 
attention to the only female composer commissioned to write an oratorio for the organization: 
Marianna Martines.   
 
THE FEMALE PARTICIPANT 
 During the eighteenth century, women’s participation in music-making was largely 
dictated by financial need and social status.68 Though wealthy women were typically trained by 
some of the most skilled musicians the city had to offer, they could not publicly display their 
talents due to their social positions. Instead, they hosted or performed at private salons where 
their music was shared intimately. Those who pursued professional careers largely belonged to 
the fiscally less prosperous middle class and therefore used performance as a means to help 
financially support their families. Women were encouraged to sing and often accompanied 
themselves on a keyboard instrument, harp, or guitar. These instruments were considered lady’s 
instruments because they could be played sitting down and there was nothing sexually suggestive 
about the way in which the instruments were played. It was far less common for women to play 
wind, brass, or string instruments “because they required ‘distortion’ of the face or body 
position.”69 
                                                 
68 On women in eighteenth-century music, see Valerie Woodring Goertzen, “The Eighteenth Century,” in 
From Convent to Concert Hall: A Guide to Women Composers, ed. Silvia Glickman and Martha Furman Schleifer 
(Westport, Conn.: Greenwood Press, 2003), Chapter 4; also Barbara Garvey Jackson, “Musical Women of the 
Seventeenth and Eighteenth Centuries” in Women in Music: A History, ed. Karin Pendle (Bloomington: Indiana 
University Press, 2001), 97–144. 
69 Goertzen, 92. 
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 The Tonkünstler-Societät was a predominantly masculine organization: the membership 
was entirely comprised of men—though according to the first set of statutes women were not 
prohibited from joining—the repertoire performed was by male composers, and the majority of 
the participants in the academies were men. Despite this, a number of women were integral to the 
Society’s music-making through performance, composition, and patronage.  
 The only female vocalists who participated in Society academies were opera singers 
performing solo roles in the oratorios or singing miscellaneous arias; the soprano and alto parts 
in the choruses were performed by boys from the local church choirs. Between the years 1772 
and 1797, around thirty different women entertained audiences during the Society’s academies.70 
Most were connected to the court theaters and often the Society engaged the newest members of 
the theater troupes. For example, Nancy Storace (1784), Luisa Laschi [Mombelli] (1784), Anna 
Morichelli (1787), and Adriana Ferrarese (1788) all made their Tonkünstler-Societät debuts 
shortly after their Viennese debuts. In this way, the Society further introduced the public to the 
singers who would perform regularly in the public theaters. Many of these women received rave 
reviews in local newspapers and attracted a fan base, which was likely part of the impetus behind 
the Society asking them to perform. Occasionally the Society would engage singers who were 
passing through Vienna, such as Franziska Lebrun (1785). Lebrun and her husband, the oboist 
Ludwig August, performed in several concerts in February and March of 1785, including the 
Tonkünstler-Societät academy featuring Mozart’s cantata Davide penitente. During variety 
academies, vocalists typically sang an aria or ensemble; however, in December 1795, the 
                                                 
70 In nearly every academy, the names of the singers are listed in the meeting minutes and on the playbill. In 
at least two instances (March 1772 and December 1773) the program indicates that performers (whose names are 
unknown) from the opera buffa troupe would perform the solos.  
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soprano Marianna Sessi performed at least four different works, including a cavatina during 
which she accompanied herself on the guitar.71  
 The singer engaged most frequently with the Tonkünstler-Societät was the soprano 
Catarina Cavalieri, who performed in twenty-two different academy sets. Cavalieri was a gifted 
and versatile musician who was equally adept at comic and serious roles in the Italian and 
German repertoire. A coloratura, Cavalieri was known for her extensive upper range, stamina, 
and flexibility, qualities perhaps best seen in Konstanze’s aria “Martern aller Arten” from 
Mozart’s Die Entführung aus dem Serail (1782).72 After seeing a performance of Salieri’s Der 
Rauchfangkehrer, M. A. Schmitt noted that though Cavalieri was not the best actress and tended 
to overemphasize syllables, she “has the reputation among connoisseurs of being one of the first 
singers, and who through her beautiful singing also pleases the ordinary man.”73 Other popular 
vocalists engaged were Therese Teyber (1778-84) and Therese Gassmann (1793-97).74 Also 
noteworthy is Mozart’s sister-in-law, Aloysia [Weber] Lange, who performed variously in the 
1780s and early 90s. The female soloists engaged were important not only to conveying the plot 
and music in the oratorio, but also because they likely brought their own fan following to the 
Society’s concerts.  
Though they appeared less-frequently, it is likely audiences found female instrumentalists 
appealing, as well, for their popularity and novelty. Studies concerning female instrumentalists 
during the eighteenth century are few, likely due to the under-documentation of their activities 
                                                 
71 Sessi also performed in the March academies featuring Antonio Casimir Cartellieri’s oratorio Gios, re de 
Giuda. Apparently she temporarily left the stage between 1795 and 1804, after she was married; see David 
Cummings, “Marianna Sessi,” The New Grove Dictionary of Opera, Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed April 15, 2016. For more on the December 1795 academy, see Chapter 5. 
72 Patricia Lewy Gidwitz, “Catarina Cavalieri,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed March 15, 2016. 
73 Ibid. 
74 Gassmann’s involvement in the Society academies extends through the early nineteenth century and is 
out of the scope of this study. 
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during their lifetime and lack of scholarly interest today. The Tonkünstler-Societät engaged five 
such performers between 1772 and 1797, three pianists, a violinist, and a harpist, who variously 
performed either between the acts of an oratorio or during the variety academies. Though the 
circumstances of their engagement are unknown, clues arise upon studying the few resources 
available on each woman’s musical career and biography.  
 The first female instrumentalist to appear on a Tonkünstler-Societät program was the 
violinist Anna Payer, who performed a concerto on December 21, 1777, in between the acts of 
Salieri’s La Passione di Gesù Cristo. No program exists for this concert series and it appears that 
Payer did not perform in any other concerts that year.75 Payer was the daughter of Jacob, a 
member of the Society who was also the court trumpet player and tower keeper (Thurmmeister) 
at St. Stephen’s Cathedral. Her father’s connection to the Society could account for her 
opportunity to perform with the organization, though her appeal to the group and the public is 
uncertain. Perhaps she was a child prodigy, a virtuoso, or even disabled, which would have likely 
elicited further financial support and sympathy from the audience. Of the female instrumentalists 
engaged, Payer was the only one who performed on the violin—regarded a “gentleman’s 
instrument,” which required the body to contort in various, unladylike ways.76 That a Society of 
men would engage a female violinist is curious and leads one to wonder what exactly the 
circumstances were. 
 Another lesser-known woman engaged by the Society was the pianist Johanna 
Sonnleithner, who took the stage for the March 24, 1793 Tonkünstler-Societät academy. She was 
                                                 
75 This concert series was not listed in the Wiener Zeitung. Morrow lists Payer’s performance with the 
Tonkünstler-Societät as her only known public performance. This information does not take into account, however, 
whether she married and performed under a different name that is unknown to us today. 
76 This taboo actually continued until the late nineteenth century. Simon McVeigh, Concert Life in London 
from Mozart to Haydn (Cambridge: Cambridge University Press, 1993), 87. 
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the daughter of composer and lawyer Christoph Sonnleithner, who composed symphonies for the 
Esterházy family and wrote a string quartet for Joseph II.77 Johanna studied piano with Joseph 
Preindl and according to the Society’s concert program, she performed one of his concerti.78 
 The other women selected to perform at the Society’s academies were well known 
throughout Vienna and, in the case of Maria Theresia Paradis, abroad. Paradis was the daughter 
of the Imperial Secretary and Court Councillor to Empress Maria Theresa, who was her 
godmother and namesake.79 Between the ages of two and five, Paradis became blind, though her 
condition was temporarily improved from 1777 to 1778 by the German physician Franz Anton 
Mezmer. Paradis traveled throughout Europe and to London audiences was seen as “an object of 
considerable curiosity.”80 While it is certainly possible the Society viewed her disability as a way 
to elicit larger crowds and earn more donations, the programs do not make mention of her 
blindness, which could mean that her condition was well known or that she was engaged for an 
alternate reason. A gifted pianist, singer, and composer, she studied piano with Kozeluch, singing 
with Vincenzo Righini (a tenor who appeared in Tonkünstler-Societät academies and wrote a 
cantata for the group in 1789), singing and composition with Salieri, and theory with Carl 
Friberth (a tenor and secretary for the Society). No doubt her many mentors who also belonged 
to the Society knew of her abilities and endorsed her two appearances, in Advent 1787 and 1790, 
during performances of Kozeluch’s Moisè in Egitto.  
                                                 
77 “Sonnleithner Familie,” Oesterreichisches Musiklexikon Online, ed. Rudolf Flotzinger, accessed March 
15, 2016, http://www.musiklexikon.ac.at/ml?frames=yes. 
78 Little else is readily accessible about Sonnleithner, and Morrow lists the Tonkünstler-Societät appearance 
as her only known public performance. 
79 On Paradis, see Herman Ullrich, “Maria Theresia Paradis and Mozart,” Music & Letters 27, no. 4 (1946): 
224–233; and Rudolph Angermüller, et al. “Maria Theresia Paradis,” Grove Music Online, Oxford Music Online, 
Oxford University Press, accessed April 16, 2016. 
80 McVeigh, 84. 
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In the 1790s, the Society engaged the court harpist Josepha Müllner, who was one of the 
most active female performers in Vienna. Mary Sue Morrow observes that one could hear the 
harp in both public and private venues, largely due to “the extensive concertizing of the court 
harpist Josefa Müllner (later Gallenhofer), who had captured the market almost to the exclusion 
of all other harpists.”81 She performed at two Tonkünstler-Societät academies, playing the 
Krumpholz harp concerto on April 16, 1792 and performing an unknown concerto on March 21, 
1796. 82 The Society likely asked Müllner to perform based on her popularity with audiences and 
her connection to wealthy, upper-class patrons. 
 Another highly sought-after Viennese pianist connected to the Society was Josepha 
Barbara von Auernhammer. A student of Mozart, one of her earliest public performances was at 
an academy in May 1782, when she played alongside her teacher in his E-flat Concerto for two 
pianos. It is quite likely that her appearance was at Mozart’s suggestion. Her first solo 
performance with the Society was on December 23, 1788, when she performed a piano concerto 
(perhaps by Mozart). She went on to champion Mozart’s works in the 1790s and became one of 
the most sought-after, and somewhat controversial, performers in Vienna.83 
 Overall, it seems that the Society engaged these women to perform based on their 
relationship to members (such as with Anna Payer and perhaps Maria Theresia Paradis) or their 
popularity in Vienna and abroad. In some cases, we can suppose that the Society was interested 
                                                 
81 Morrow, 172. 
82 In addition to her performance career, which included both solo engagements and participation in the 
court orchestra, Müllner taught the Habsburg archduchesses and composed music herself. See Pendle, 169.  
83 In 1797 the theater impresario Baron Peter von Braun took over Vienna’s theaters and stopped leasing the 
venues to private artists, except for his favorites, one being Auernhammer, who gave a concert in the Burgtheater 
every March 25. Braun’s new regulations infuriated quite a few people, including Beethoven’s brother Caspar Carl, 
and Morrow speculates that Auernhammer is the “mediocre artist” he refers to a letter from 1794. Indeed, 
Auernhammer’s concerts were met with mixed reviews through the turn of the century. Morrow summarizes that the 
pianist “assumed a leading position, but her playing increasingly came under attack for its sloppiness, weakness of 
execution and general lack of musicality” (Morrow, 70). Morrow includes a number of harsh reviews of 
performances by Auernhammer; see Morrow, 206, 209–10, and 216. 
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in showcasing new talent. Since women took to the public concert stage infrequently, the 
Society’s membership may have seen them as novelties capable of attracting curious audience 
members. Perhaps some of these same sentiments ring true for the Society’s decision to engage a 
female composer: Marianna Martines. 
  
1782: ISACCO BY MARIANNA MARTINES  
 Out of all the large-scale works commissioned by the Society, only one was by a 
woman—Marianna Martines.84 As a middle-class woman, there was no financial need for 
Martines to publish or perform her works publicly. The premiere of Isacco is thus an extremely 
significant occasion, as it was the first and likely the only time she presented a major work of her 
own composition to the public.85 It also put her in the position to be compared to Vienna’s 
leading composers—many of whom belonged to the Society.  
Martines was born in 1744 and began her musical studies at age seven, as she was 
deemed “inclined by nature.”86 She and her family had lived in the same house as the poet 
Metastasio since 1730, and the master took great interest in the young Marianna’s education and 
functioned as a sort of surrogate father after her own father’s death in 1764. Martines studied 
singing, piano, and composition with some of Vienna’s most gifted musicians including Nicola 
Porpora, Joseph Haydn, and Bonno, whose training she regarded most highly. In 1773, she was 
                                                 
84 The Martines family lineage is Spanish, so their last name is often spelled Martinez. Marianne preferred 
to sign her family name with an “s” rather than a “z,” so I have adopted this spelling. 
85 Irving Godt, Marianna Martines: A Woman Composer in the Vienna of Mozart, ed. John A. Rice 
(Rochester: University of Rochester Press, 2010), 180. In editing the late Irving Godt’s book, Rice notes that Godt 
had planned to limit discussion of the oratorio Isacco, but that Rice chose to expand the analysis (Godt, xii). 
Therefore, in the text I refer to Rice when discussing this oratorio.  
86 Marianna recalled this in a 1773 letter to Padre Martini. She does not identify who believed her musically 
inclined, but it was likely her family and perhaps Metastasio. It is important to remember that as a woman in the 
wealthy middle class, Martines would have likely studied music anyway; her propensity for the art likely intensified 
her studies.  
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elected to the famous Accademia Filarmonica of Bologna, after Metastasio sent copies of her 
music to the director, Giovanni Battista Martini. Her compositional output is thought to have 
been considerable, but few works survive.87 Of these, most are sacred works for voice(s) and 
orchestra, or solo keyboard works. 
Clues regarding Martines’s musical abilities are brought to light in reading the English 
music historian Charles Burney’s journal entries recorded during his grand tour. During his 1772 
visit to Vienna, Burney immersed himself in the city’s musical culture by attending countless 
performances and hobnobbing with the foremost composers and musicians of the time. One such 
person that impressed the traveler greatly was Martines, then a twenty-eight-year-old composer, 
singer, and keyboardist. During a visit to Metastasio’s home, Burney was treated to an 
impromptu performance by Martines. The traveler lauded her “naturally well-toned and sweet” 
voice, which “was more perfect than any singer I had ever heard” and the “great rapidity and 
precision” with which she played the harpsichord.88  
Upon hearing her compositions for the first time, Burney noted that “The airs were very 
well written, in a modern style; but neither common, nor unnaturally new. The words were well 
set, the melody was simple, and great room was left for expression and embellishment…”89 On 
another visit, Burney and Metastasio were treated to a private performance by Martines of her 
own works. Describing her compositional style, he wrote: 
 
Metastasio desired her to shew me some of her best studies; and 
she produced a psalm for four voices, with instruments. It was a 
most agreeable Mescolanza, as Metastasio called it, of antico e 
                                                 
87 Godt, 5–8. 
88 Charles Burney, An Eighteenth-Century Musical Tour in Central Europe and the Netherlands, Dr. 
Burney’s Musical Travels in Europe, Vol. II, ed. Percy A. Scholes (London: Oxford University Press, 1959), 106–7. 
During a later visit he remarked that she had some difficulty singing high notes. Ibid., 120. 
89 Ibid., 106. 
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moderno; a mixture of the harmony, and contrivance of old times, 
with the melody and taste of the present.90 
 
Private settings, such as her small recital described above for Burney, Metastasio, and 
perhaps a few others, were where Martines’s music was heard most frequently. She often held 
private academies to offer readings of her own pieces as well as those by others, including 
Giovanni Battista Pergolesi, Hasse, and Niccolò Jommelli. After her family was ennobled in 
1774, thanks to the Ritterstand, her musical audience, much like her social status, changed.91 
Martines was most likely invited to aristocratic academies and could, in turn, invite these 
audiences to her soirees. In his Jahrbuch der Tonkunst von Wien und Prag, Johann Ferdinand 
von Schönfield evaluated several of the most prominent private music academies in Vienna 
during the 1790s. Of Martines he noted: “Every Saturday there is a very grand social gathering at 
the home of this skillful musician, at which a great deal [of music] is always sung and played on 
the Flügel [piano]. On these days, one also sometimes finds here a wind ensemble that plays 
through the entire evening.”92 He later noted that Martines even welcomed foreigners into her 
personal academies, accounts of which survive in various letters and journals.93    
With this private milieu in mind, the significance of Martines’s composition for the 
Tonkünstler-Societät takes on more importance, as it was one of the only times she presented one 
her own compositions in a public venue. The circumstances behind this commission are unclear, 
but it is significant that her teacher, the Hofkapellmeister Bonno, was president of the Society 
and perhaps recommended her for the task. The performance of Isacco appears to have been the 
                                                 
90 Burney, 117. Burney made several return trips to see Martines and even collected some of her scores for 
his return to England. 
91 Due to the many accomplishments of her brothers—especially Joseph, who was in service of the Imperial 
family—the Martines family joined the Honoratiores, a class of newly created barons. See Godt, 154–55. 
92 Quoted in Godt, 195. 
93 See Ibid., 196-98. 
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culmination of an extensive amount of time and energy Martines devoted to the oratorio genre.94 
In a letter dated December 1780, Metastasio wrote, “Signora Martines is setting to music my 
oratorio Isacco figura del Redentore and is already halfway down the road.”95 In November 
1781, Metastasio mentioned that she had just completed an oratorio; however, it is unknown 
whether he was referring to Isacco or Martines’s other oratorio, Sant’Elena al Calvario.96 An 
interesting twist in this scenario is that the meeting minutes from January 23, 1782 announce that 
the Society was going to perform Martines’s oratorio Abramo—thus listing the work under an 
alternate name. 
The texts for both Isacco and Sant’Elena were written by Martines’s mentor, Metastasio, 
and both had been previously set and performed by the Society: Hasse’s Sant’Elena al Calvario 
(1772) and Isacco figura del Redentore by Dittersdorf (1776). Both of Martines’s oratorios are 
held at the Gesellschaft der Musikfreunde in Vienna and the score to Isacco was recently 
published by Furore Verlag.97 Isacco tells the story of Abraham and Sara who were blessed with 
a son, Isaac, despite their very old age. In the ultimate test of faith and commitment, an angel 
appears to Abraham and informs him that God has ordered for Isaac to be sacrificed. Abraham 
prepares to do God’s command, but in seeing the elderly father willingly prepare to sacrifice his 
only son, God reconsiders and Isaac is spared. The storyline involves a son who was to be 
sacrificed but returns (in this case unharmed), making the message fitting for the Lenten season.  
                                                 
94 Godt, 181. 
95 Ibid. 
96 Rice writes that it is unlikely Martines would have spent a year working on a single oratorio and thus 
proposes that Martines finished Isacco in early 1781 and began Sant’Elena shortly thereafter. It is worth noting that 
Hasse, one of Martines’s compositional influences, set his own version of Sant’Elena in 1772. Perhaps she studied 
this oratorio while working on her own. Copies of both scores are housed at the Gesellschaft der Musikfreunde. 
Ibid., 181. 
97 Martines, Isacco figura del Redentore, ed. Conrad Misch (Kassel: Furore Verlag, 2001). 
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The ensemble for Martines’s setting includes pairs of flutes, oboes, bassoons, horns, as 
well as trumpet, timpani, strings, and five vocal soloists (three sopranos, a tenor, and a bass). 
Though this orchestra employs a more diverse instrumentation than do some of her earlier works, 
she writes uncomplex, straight-forward music that greatly contrasts with the “colorful 
exuberance” and complexity explored in earlier works that were written for the Society by 
composers such as Gassmann, Hasse, Haydn, and Bonno.98 For the majority of the oratorio she 
relies on the strings to deliver the melody, but at times she allows the winds to shine, thereby 
adding color to the texture.  
The music she composes for the overture is skillfully constructed and foreshadows 
several musical and dramatic events to come. Isacco begins with a three-part overture in which 
Martines uses dynamics, timbre, and different combinations of instruments to explore her 
resources fully. The first movement is in D major and is marked Allegro Maestoso. It begins with 
a joyful fanfare to announce the start of the oratorio—and the concert itself. The fanfare only 
spans a measure and a half and is immediately followed by a hushed, delicate melody in the 
strings which is interrupted by an abbreviated forte restatement of the fanfare. Once again the 
strings begin their piano melody only to be interrupted by the fanfare. This musical indecision 
foreshadows the drama to follow, in that it seems to mimic the conflict Abraham faces. Rather 
than restate the piano melody, the strings explode into musical pyrotechnics full of furious runs, 
throbbing syncopations, and jabbing forte-piano passages, creating an exciting opening to the 
concert.  
In the second movement Martines places greater emphasis on the woodwinds, as opposed 
to the opening movement which centered on the strings, providing a delicate contrast in timbre. 
                                                 
98 Godt, 183. 
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Much like in the opening movement, Martines writes frequent dynamic changes, which perhaps 
suggest the internal, moral dilemma the characters face and their temporary waving faith in God. 
The first statement of the melody is carried by the pair of concertante bassoons which seems to 
foreshadow Part II of the oratorio, when Martines uses the bassoons in Garmari’s aria “Dal gran 
peso ogni momento” (“From a great burden at every moment”). Throughout the final movement 
of the overture, Martines retains her love of dynamic variance, calling for extreme contrasts to 
heighten the tension that is leading the drama. The melodic shape of the material prominent in 
the third part of the overture also foreshadows the subject in the oratorio’s closing fugue, “Tanti 
secoli innanzi” (“For so many centuries”).99 In this way, Martines musically unites the beginning 
and the end of her oratorio, making it a cohesive work. 
 Particularly effective is her use of the eighth note followed by two sixteenth notes (or 
long-short-short pattern) as a motivic germ which she explores throughout each movement. 
Martines was known for her development of simple motives, which she used to impress the 
audiences of her salons.100 In this way, Martines writes an exciting, dramatic opening sequence 
that both prepares the listener for the oratorio to follow but could also serve as a stand-alone 
work. Unlike the works discussed previously in this chapter, Martines does not include an 
instrumental introduction to the second part of her oratorio, suggesting she looked to earlier 
models when crafting her work.  
Isacco is at once formally forward-thinking and musically indebted to the past, a 
combination that Burney observed of Martines’s music in general during his visits. The overall 
structure of the oratorio is indebted to the traditional, Italian model which alternates between 
                                                 
99 Godt, 183–84. 
100 Helene Wessely and Irving Godt. “Marianne von Martínez,” Grove Music Online, Oxford Music Online, 
Oxford University Press, accessed April 15, 2016. 
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recitative and aria with a chorus and fugue culminating each act. However, Martines also 
occasionally combines musical numbers to create more complex units, as in the direct transition 
from the overture to the opening recitative. These larger structures seem akin to the dramatic 
units Gluck constructed in his operas.101  
Martines wastes no time in introducing the central conflict of the oratorio. Immediately 
following Abraham’s opening aria, an angel appears and brings the news that God requires 
Abraham to sacrifice Isaac. But the angel’s grim message, “Quell’ innocente figlio” (“God 
requires your innocent son”), seen in Example 10, is musically not what one would expect. 
Rather than conveying any sadness or conflict, the angel sings a soft, delicate G major melody. 
This is an especially jarring moment, considering that Abraham has just expressed how much his 
son means to him, especially at his old age. The sweet, matter-of-fact tone does not fit the 
circumstances presented in the drama; perhaps Martines sought to make the angel a soothing 
voice in Abraham’s distressing situation. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
101 Though Godt makes no mention of any specific Gluck scores that Martines was intimately familiar with, 
it is likely she encountered his music throughout her studies or had heard his music in Vienna. Godt, 183. 
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EXAMPLE 10: Martines, Isacco: Aria, “Quell’ innocentte figlio,” mm. 14–26 
 
 
 
Martines shines in her accompanied recitatives, which capture some of the most vivid 
emotions felt by the characters. In the one that follows the angel’s message, Martines depicts 
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Abraham’s wide spectrum of emotions, ranging from sadness to disbelief to anger. The Lento 
opening to the following recitative, “Eterno Dio!” (“Eternal God”) centers on C minor with two 
short phrases, each ending on a fermata, giving Abramo time to pause and gather his thoughts. 
As he begins to quake in the terrible task given to him, the momentum begins to build as the 
strings enter with an agitated sixteenth-note pattern. As the recitative continues, Abraham’s angst 
increases. Just as he decides to do the Lord’s bidding, Martines uses the music to heighten the 
psychological stress. When Abraham mentions the “terrible path” on which he will embark, 
Martines pens sixteenth-note sextuplets in the violins to underscore the “terrible” journey. 
Underneath, the violas move in a step-wise motion that seems to suggest the steps Abraham must 
take on his chosen path.  
Some of Martines’s best writing is reserved for the character Sara, who is torn between 
her love for her husband and son and her duty to God. In her Part I aria “Si, nei tormenti istessi t’ 
adoro” (“Yes, while suffering these torments”), seen in Example 11, she resolves that even 
though she will suffer through the torment of losing her only son, her faith for God will remain 
unwavering. Martines opens the E-flat major aria with a lyrical oboe solo that includes almost 
constant sixteenth notes, testing the performer’s stamina and technique. After the soprano soloist 
enters, the oboist continues to play, doubling the vocal line and occasionally commenting on it, 
thus creating an elegant duet.   
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EXAMPLE 11: Martines, Isacco: Aria, “Si, nei tormenti istessi,” mm. 10–15 
 
 
 
 
Sara’s Part II aria, “Sian are i nostri petti” (“May every heart prove to be an altar”), is 
unique in its use of a Gluckian dramatic complex.102 She sings of treating one’s heart like an 
altar, sacrificing longing and desire to God. The charming melody that she sings is 
                                                 
102 Godt, 183. 
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homophonically repeated by the chorus. A short interlude leads into the developmental section of 
the aria and cycles through several keys and fermatas to leave the soloist ample time to embellish 
the text and showcase her vocal technique. The chorus again appears in the recapitulation of the 
aria; however, this exchange includes a call and response between the soloist and chorus. Just as 
in the beginning of the oratorio, Abramo interrupts the musical action, silencing his wife, as the 
heavens open and the angel appears. This action seems similar to the interruption in the Part II 
overture of Hasse’s Sant’Elena. To highlight the significance of this event, Martines expands the 
instrumentation of the recitative to include two oboes and horns. Here, Abraham and Sara are 
told that the Lord no longer requires that they sacrifice Isaac. The angel’s regal aria, “Tanti secoli 
innanzi” (“For many earlier centuries”), includes dotted passages and fanfares played by the 
trumpets, horns, and timpani, adding a majestic quality to the statement delivered by the Lord’s 
messenger.  
Unlike the previously explored oratorios with leading female roles, Martines’s character 
Sara is secondary, both dramatically and, in a sense, musically. While Judith, Helena, and Esther 
are guided by their leadership and bravery, Sara assumes the role of the supportive, concerned 
mother, thus suggesting a more intimate, personal side of womanhood. Her vocal lines are 
relatively simple with little notated elaboration, unlike the complex, melismatic passages heard 
in the other oratorios. Martines colors and warms the arias with a solo oboe in the first and with 
concertante oboes in the second; the use of solo woodwinds was perhaps inspired by the writing 
of earlier composers and is reminiscent of the pair of clarinets lined to Judith in Gassmann’s 
oratorio. That Martines, as a woman, does not engage with the dramatic themes explored by 
Gassmann, Hasse, and Dittersdorf, in terms of female dominance and leadership, is fascinating, 
especially considering she composed a setting of Sant’Elena al Calvario. Though she was 
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breaking gender stereotypes by composing and performing, her musical world was limited to the 
private sphere (where she hosted and performed in salons) and it was largely controlled by 
men—her music teachers, her brothers, and Metastasio—so perhaps she was unable (or 
uninterested) in publicly sharing a work that voiced female dominance.     
Unfortunately, Isacco seems to have garnered little press attention, as the performance 
coincided with Pope Pius VI’s visit to the city, and the playbills are lost. The meeting minutes 
include some of the Society’s preliminary plans, such as the performers engaged, but as 
discussed earlier, these sources should be interpreted with caution. The singers at the premiere 
were three sopranos, Catarina Cavalieri (the Angel), Therese Teyber (Isaac), Barbara Fischer 
(Sara), and the bass, Ludwig Fischer (Abraham)—all from the Singspiel troupe—as well as the 
tenor Leopold Ponschab (Gamari–a servant character not in the Bible story but of Metastasio’s 
creation), from the Hofkapelle.103 Martines was apparently not invited to lead the performance, 
as was common for the composers whose works were being performed; instead, Salieri led as 
Battutist.  
The attention surrounding the Pope’s visit might have also accounted for the low 
attendance and profit figures for the concert cycle. Around 1,200 people total were in attendance 
and the gross profit of the combined concerts was just over 900 fl, making it one of the Society’s 
least successful academies. Despite this, in a letter to Farinelli, Metastasio recounts the oratorio’s 
reception: “She has successfully set to music my oratorio titled Isacco figura del Redentore. 
Yesterday it was sung in the theater for the second time, and despite the harshness of the season 
                                                 
103 Though no information exists that definitively links the singers with roles, Rice hypothesizes who 
performed which role based on what best suited their voice type. Godt, 182.  
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and the sore throats of the singers, the composer has not been cheated of the approval she 
deserves.”104  
There are several appealing and beautiful moments in Martines’s Isacco; however, with 
its conservative nature the oratorio seems out of place when considering the progress the Society 
was making revolutionizing the genre for contemporary audiences. Perhaps this programming 
decision had something to do with the Pope’s visit; both Martines and Metastasio were well-
loved in Italy and the Society may have thought a traditional oratorio would please the Pope. 
Martines’s interest in the traditional oratorio, as opposed to a style such as found in Gassmann’s 
großes Oratorium, was likely due to her faithfulness to her benefactor Metastasio. Though the 
music lacks the intensity and dramatic impetus seen in works by Gassmann and Hasse, 
Martines’s simple melodies and careful orchestration leave little room for distraction from her 
mentor Metastasio’s text and the moral message. Despite this, the reduced orchestration is 
unfortunate considering the extended instrumental forces at her disposal through the Society’s 
membership. While the arias do include several melismatic passages that allow the singers to 
show off their techniques, they remain rather generic and formulaic—maybe even abiding too 
closely to textbook style. It is not overtly clear that Martines knew which singers the Society 
would likely engage when penning the oratorio, or if she did, she may have chosen not to craft 
the arias specifically for them. Otherwise, she could have maximized upon Cavalieri’s able 
coloratura and upper register and Fischer’s deep range.  
Martines’s Isacco is a fascinating case study that illuminates both the career of a female 
composer in eighteenth-century Vienna and her role in the life of the Society. In performing 
Isacco, the members of the Society’s board showed that they were open to exploring works by 
                                                 
104 Ibid. 
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women despite the strong male dominance in the organization. Her participation in a large-scale 
academy helps combat the stereotypes placed on female composers of the period as primarily 
writers of piano and parlor music.  
+++ 
 
 In many ways, the earliest works commissioned by the Society show a continuity with 
previous oratorio styles through the use of Metastasian or Metastasian-inspired texts and plot 
designs, as well as in the dramatic and overly embellished, virtuosic arias. At the same time, 
Gassmann strove to revise the genre to better fit with the taste expectations of a large, public 
audience while also adapting to the forces of the large Tonkünstler-Societät orchestra. 
Gassmann’s initial attempt to revise the oratorio for popular appeal was just the start of the 
Society’s near constant rethinking of the genre. Much of this chapter serves as a springboard for 
topics and issues that reemerge throughout the rest of this dissertation. In this chapter, I have 
discussed some of the Society’s earliest oratorios to better understand its musical beginnings 
which will, in turn, help to enforce how the works explored in the next two chapters diverge from 
these traditions. As we will see, the Society kept operatic conventions—especially the Singspiel 
and opera buffa traditions—in mind when it commissioned oratorios throughout the 1780s. The 
topic of allegory was not limited to the 1770s; as I argue in Chapter 4, the public and Society 
may have connected the figure Moses to the new Emperor, Joseph II. By considering the issues 
of musical style and allegory, we can begin to better understand the ways in which audiences 
influenced the music performed and what role the Society had in shaping taste.  
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CHAPTER 4: CHANGING DIRECTIONS, 1779–1791 
 
 
  
With enormous musical forces, dramatic choruses, and stories written by one of Vienna’s 
best-loved poets, the earliest oratorios commissioned by the Tonkünstler-Societät carry textural 
elements found in the conventional Metastasian oratorio style, but with a musical twist. In the 
cultivation of the “großes Oratorium,” we can have the organization establishing itself as a 
unique concert experience Viennese audiences would not want to miss; however, as the 
leadership of the monarchy would soon change, so too would the public’s taste in music and the 
Society’s approach to its concerts. Throughout the 1780s the music programmed by the 
Tonkünstler-Societät began to move away from the traditional Italian oratorio model so widely 
used in the 1770s, to explore musical structures and texts that align closely with those found in 
the Viennese opera house.  
In a seeming effort to appeal to the latest musical fashions, the Society programmed 
German oratorios, such as Maximilian Ulbrich’s Die Israeliten in der Wüste, around the time that 
Joseph II introduced his German national theater. The Society also considered ways to shorten 
oratorios, thus combatting what some audience members and/or the Society itself seemed to 
perceive as overly long and monotonous pieces. The Society collaborated with one of its favorite 
composers, Carl Ditters von Dittersdorf, to fashion a work that could be performed over two 
successive nights, and leave ample room to schedule shorter miscellaneous works on each 
program. With the popularity of the opera buffa theater, the Society later turned to some of 
Vienna’s leading librettists—Lorenzo Da Ponte and Nunziato Porta—to revise several oratorio 
texts. The resultant works would contain more ensembles, shorter recitatives, and simpler arias, 
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to align closely with opera buffa structures, such as occurred in Leopold Kozeluch’s Moisè in 
Egitto.  
In this chapter, I investigate the impetus behind the Society’s reevaluation of the 
traditional oratorio structure and I discuss representative works that illustrate these changes. My 
approach examines the intersections between political agendas, opera programming, and popular 
appeal to better understand an important strand in musical entertainment in 1780s Vienna. Using 
sources found in the Society’s archives, I explain how these works fit into the broader scope of 
the Society’s repertoire, looking particularly at mentions of specific oratorios in the meeting 
minutes, as well as evaluating box office reports, and contemporary criticism. Finally, I move to 
the works themselves, by Ulbrich, Dittersdorf, and Kozeluch, pointing out particular musical 
moments that align with (or act against) the Society’s agenda.  
I end by considering Wolfgang Amadeus Mozart’s oft-forgotten cantata Davide penitente 
of 1785, his largest work for the Society. My discussion of Mozart’s music both connects to the 
repertoire discussed previously (such as Florian Gassmann’s La Betulia liberata, the revisions to 
the oratorio structure commissioned of Dittersdorf in 1786, and the Viennese love of storm 
music) and underlines the organization’s goal of appealing to its audience. Moreover, the 
Society’s decision to perform a cantata illustrates its interest in programming shorter works—a 
trend that would become widespread in the 1790s.  
 
1779–1783: THE SINGSPIEL EXPERIMENT  
 
After taking control of Viennese theaters in 1776, Joseph II enacted a number of 
regulations that changed the daily operations and repertoire performed. Joseph forced the last 
theater impresario, Joseph Keglevich, to resign for failing to comply with the decrees and 
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suggestions made by the Emperor.1 With the court once again in control of the theaters, Joseph 
renamed the Burgtheater the Nationalhoftheater and proclaimed Schauspielfreiheit, which 
allowed impresarios and traveling troupes to mount productions in Vienna’s Käntnertortheater 
free of charge upon application.2 As Daniel Heartz points out, prior to 1776, theater-goers could 
choose from a wide fare of entertainment, including plays and operas in French and Italian, 
German spoken drama, and large-scale ballets—repertoire that fit the “cosmopolitan capital of a 
multi-ethnic and polyglot empire.”3 Now, the repertoire primarily reflected the German language 
and culture that Joseph was so proud of.  
In 1776, Joseph released the French troupes occupying the Burgtheater and instead 
focused on German drama and music.4 From 1779 to 1783, the National Theater troupe primarily 
performed Singspiele (“sung plays”), in a sort of “Singspiel experiment.” Joseph took special 
care in forming his Singspiel troupe and even sent advisors across Europe to scout out the best 
singers.5 His underlying goal was to encourage local composers and poets to craft vernacular 
works to deflect attention from the more popular French and Italian repertoire. This decision was 
likely financially motivated, too. Singspiele (which combined spoken dialogue and music) were 
less costly to produce because they did not require the virtuosic singers necessary in staging 
Italian opera. As a result, some singers and musicians were dismissed, while those who remained 
or subsequently joined the ensemble saw a reduction in their pay.6 In 1783, declining interest in 
                                                 
1 Franz Hadamowsky details this process in Die Josefinische Theaterreform und das Spieljahr 1776–77 des 
Burgtheaters: Eine Dokumentation (Vienna: Verband der Wissenschaftlichen Gesellschaften Österreichs, 1978), x–
xiv; and Rudolph Payer von Thurn, Joseph II als Theaterdirektor (Vienna: Verlag Leopold Heidrich, 1920). 
2 Dorothea Link, The National Court Theatre in Mozart’s Vienna: Sources and Documents, 1783–1792 
(Oxford: Clarendon Press, 1998), 2–3. 
3 Daniel Heartz details some of the financial complications that arose from the theatrical consolidation in 
Haydn, Mozart and the Viennese School, 1740–80 (New York: W. W. Norton, 1995), 41. 
4 Ibid., 42–44. 
5 Peter Branscombe and Thomas Bauman, “Singspiel,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed April 18, 2016.  
6 Heartz, 42–43. 
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Singspiele led Joseph to pull the productions from the theater in favor of the more popular opera 
buffa, though the experiment was briefly revived from 1785 until 1787. 
From 1779 to 1783, the Tonkünstler-Societät performed four German-texted choral works 
(Table 19). While the Society’s meeting minutes do not indicate the motivation behind exploring 
German repertoire, it seems likely that the organization was inspired by Joseph’s Singspiel 
initiative and the prevalence of vernacular texts in the theater. In fact, Ulbrich’s work carries the 
designation “geistliches Singspiel,” which references the Singspiel experiment and probably 
served as a marketing tactic. By labeling the work with a term that was in vogue, the Society 
could potentially appeal to larger audiences.  
 
TABLE 19: Tonkünstler-Societät Oratorios from 1779–17837 
Date Composer Work Gross 
Income 
1779 March 21, 23 George Frideric Handel8 Judas Maccabaeus 1,028 fl 49x 
Dec. 19, 21 Maximilian Ulbrich Die Israeliten in der Wüste 1,691 fl 16x 
1780 March 12, 14 Variety; Cantata by 
Friedrich Hartmann Graf 
Der verlorne Sohn 1,441 fl 12x 
 None – Death of Maria Theresa 
1781 March 11, 13 Johann Adolf Hasse  Alcide et Bivio 1,608 fl 36x 
April 1, 3 Johann Georg 
Albrechtsberger 
Die Pilgrime auf Golgatha 1,305 fl 4x 
Dec. 22, 23 Johann Adolf Hasse Sant’Elena al Calvario 2,318 fl 7x 
1782 March 17, 19 Marianna Martines Isacco 907 fl 44x 
Dec. 22, 23 Variety; Cantata by 
Georg Christoph 
Wagenseil 
Title Unknown 906 fl 48x 
1783 April 6, 8 Maximilian Ulbrich Die Israeliten in der Wüste 1,304 fl 3x 
Dec. 22, 23 Variety  815 fl 35x 
                                                 
7 These totals are taken from Stefan Franz’s income statement. A-Wsa, Haydn-Verein, A 1/3a, Akademien 
1772–1865, “Ausweis der bey den Societaets Accademien von Anno 1772 bis 1844 aufgeführten Stücke, samt der 
Brutto und Netto Einahme und der sämtlichen Ausgaben.” 
8 The German translation of the English text was completed by Gottfried van Swieten. For more 
information on the performance of Handel’s works at the Tonkünstler-Societät academies, see Bernd Edelmann, 
“Händel-Aufführungen in den Akademien der Wiener Tonkünstlersozietät,”in Göttinger Händel Beiträge I (1984): 
172–99. 
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The cash receipts for these concerts indicate that some of the German works were just as 
successful as others produced by the Tonkünstler-Societät, suggesting that the public was 
receptive to this repertoire. In fact, the least profitable performances during this time were non-
German works in 1782, which grossed fewer than 1,000 fl each in ticket sales.9 With the success 
of the German works, it is curious that the Society did not pursue more texts in the vernacular 
until the 1790’s, but perhaps the genre saw a declining popularity in the 1780s. As seen on the 
table above, one of the Society’s most successful works during this time was Maximilian 
Ulbrich’s oratorio Die Israeliten in der Wüste, which entertained two performances and 
generated substantial income for the organization. 
 
1779/83: DIE ISRAELITEN IN DER WÜSTE BY MAXIMILIAN ULBRICH 
When the Tonkünstler-Societät premiered Maximilian Ulbrich’s “geistliches Singspiel” 
Die Israeliten in der Wüste in 1779, the city buzzed with political and cultural change following 
the christening of the National Theater and introduction of Singspiel performances. One of the 
Society’s first German-texted works was Ulbrich’s Die Israeliten, an oratorio largely neglected in 
scholarship, despite its popularity at the time.  
 Ulbrich (1741–1814) was born into what C. von Wurzbach terms a “Musikerdynasty.”10 
His father Anton served as trombonist in Empress Elisabeth Christine’s Hofkapelle from 1741–
50, and was a trombonist and bass singer in Empress Maria Theresa’s Hofkapelle until his death 
                                                 
9 The performance of Martines’s oratorio corresponds with the Pope’s visited Vienna, which perhaps 
explains its poor attendance. See Chapter 3 for more information. 
10 Herbert Vogg devotes a significant amount of attention to the Ulbrich family in his 1951 dissertation 
(University of Vienna) “Franz Tuma (1704–1774) als Instrumentalkomponist nebst Beiträgen zur Wiener 
Musikgeschichte des 18. Jahrhunderts (Die Hofkapelle der Kaiserin-Witwe Elisabeth Christine),” especially pages 
88–93. Wurzbach’s quote appears on p. 88. See also Othmar Wessely, “Maximilian Ulbrich,” Grove Music Online, 
Oxford Music Online, Oxford University Press; and Herbert Vogg, “Beispielsweise die Teyberischen von Musikern 
im Umkreis der Wiener Vorklassik und Kalssik,” in Festschrift Otto Biba zum 60. Geburstag, ed. Ingrid Fuchs 
(Tutzing: Hans Schneider, 2006), 97–111. 
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in 1796.11 Ulbrich’s youngest brothers, Johann and Anton Michael, also served the Habsburg 
court as trombonists. Ulbrich was formally educated at the Jesuit Seminary and studied 
counterpoint with Georg Christoph Wagenseil and from (Johann) Georg Reutter he learned to 
compose in the church style. Unlike his father and brothers, Ulbrich did not seek a permanent 
musical position at court and ultimately became a Landschafts-Buchhalter (accountant) in the 
Lower Austrian Stände (estates of the realm) in 1770. He was promoted to assistant bookkeeper 
(1790) and bookkeeper (1800) before being pensioned off in 1804. He died in Vienna in 1814. 
Though he was a civil servant by trade, Ulbrich remained committed to music through 
composition, performance, and organizing concerts. A writer in an 1827 issue of the Allgemeine 
Musikzeitung notes that Ulbrich’s compositions reflected the “spirit of the time,” which is 
perhaps seen in his interest in setting German texts to music.12 Ulbrich wrote three Singspiele, 
the most successful being Frühling und Liebe (1778), which premiered during the opening 
season of Joseph II’s Singspiel troupe at the Kärntnerthortheater.13 He maintained a connection to 
court chamber music, where Joseph II frequently utilized his talents as a bass vocalist, cellist, 
and pianist. Ulbrich organized at least one musical academy in the Augarten, though few 
specifics are known. According to the Wiener Zeitung on June 29, 1783, the concert included a 
mix of sixty professional and amateur musicians and was attended by both the aristocracy and 
the public.14  
 Ulbrich’s connections to the Tonkünstler-Societät extend beyond his musical 
contribution; his father joined in 1772 and upon his death, his wife received a pension for nearly 
                                                 
11 The Empress Elisabeth Christine (1691–1750) was the wife of Emperor Charles VI (1685–1740) and 
mother of Maria Theresa. Upon Charles’s death, Elisabeth was cared for at court by her daughter.  
12 “welchem er aber jedoch schon mehr im Geiste seiner Zeit und mit grӧsserer Wandlung des 
Geschmackes huldigte,” quoted in Vogg, 92. 
13 Branscombe and Bauman, “Singspiel.”   
14 Vogg, 92. 
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ten and a half years. With his familial connections to the Society and his position in Viennese 
musical life, it seems only natural Ulbrich would apply for membership, and shortly after the 
premiere of Die Israeliten, he wrote a long letter to the Society petitioning for admission, as 
shown by an entry in the Sitzungsprotokolle from March 29, 1780.15 In his lengthy letter, which 
included a recommendation from the Emperor, Ulbrich praised the Society, reminded it of the 
success of his oratorio, and enclosed money for his dues. The Society, however, issued a short 
reply stating that he was ineligible for membership because of his status as a civil servant 
(Landshafts Beamter).  
 One of Ulbrich’s most successful works was the oratorio Die Israeliten in der Würste, 
which was premiered in 1779 by the Tonkünstler-Societät. Aside from the four performances 
sponsored by the Society, there is little accessible evidence to suggest if or how often Ulbrich’s 
Die Israeliten was heard. The Music Collection at the Österreichische Nationalbibliothek holds 
the manuscript; there is no published score or modern recording. The oratorio was arranged into 
a set of six string quintets, presumably fashioned by Ulbrich, that are reductions of the overture, 
a chorus, and several of the arias.16 It is not clear if these quintets were published and circulated 
as there is very little information on the title page. Perhaps because Ulbrich often played 
chamber music (including for Joseph II), and perhaps as an indication of the popularity of the 
work, he decided to arrange the oratorio for private performance—maybe even for the Emperor, 
himself.  
                                                 
15 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 29, 1780, No. 11. 
16 The MS parts are held at the Österreichische Nationalbibliothek Musiksammlung and available on its 
website; they are listed in the catalog as string quartets, despite the indication “Quintet” on the title page. There is no 
indication on the score that vocalists would also participate in a chamber performance of Die Israeliten.   
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Perhaps the best-known setting of the work was written in 1769 by C. P. E. Bach (1714–
1788) to a text by Daniel Schiebeler (1741–1771).17 Drawing inspiration from Metastasio’s 
works, Schiebeler’s text employs dramatic poetry, which likely prompted Bach’s oratorio to be 
classified as a “geistliches Singgedicht,” a spiritual or sacred vocal poem. Another version of this 
text (which is similar to Schiebeler’s) was written by Joseph Lorenz Elder von Kurzböck and 
published in 1779; it is possible that Ulbrich used this version.18 In the first part of the oratorio, 
the Israelites, who have recently been freed from slavery, challenge God, whom they believed 
stranded them in the desert. While the Israelites bemoan their misfortune, their leaders, Moses 
and Aaron, try to raise their spirits by reminding the people of God’s forgiveness and mercy. 
Finally, God takes pity on the Israelites and conjures a tempestuous storm. In contrast to the 
more dramatic opening act, the second act is reflective. Here, the Israelites recall the emotions 
stirred by the opening actions while also anticipating the future Christ’s coming. Bach published 
an edition of his oratorio in Leipzig in 1775 and the work was conducted by Christoph Willibald 
Gluck in Vienna, possibly in 1777.19 In response to the performance, Bach wrote to Johann 
Nikolaus Forkel in 1778: “I’m amazed that Herr Gluck, regarding my old-fashioned Israelites 
[Die Israeliten] which he has directed in Vienna, has reported so many compliments. Still, it is 
namely dramatic, but also spiritual.”20   
                                                 
17 See Hans-Günter Ottenberg, Carl Philipp Emanuel Bach (Leipzig: Philipp Reclam, 1982), 162–68. 
18 Rita Steblin has written that Ulbrich used this edition, though neither the score nor the playbill confirm 
this. Steblin also discusses Beethoven’s offer to set the oratorio Die Israeliten free of charge for the Society. See 
Steblin, “Beethoven Mentions in Documents of the Viennese Tonkünstler-Societät, 1795 to 1824,” Bonner 
Beethoven-Studien 10 (2012): 161–66. 
19 My thanks to Paul Corneilson for alerting me to the Viennese performance of this work. See Christine 
Blanken, “Aspekte der Bach-Rezeption: Vokalwerke C. P. E. Bachs in Wien und Alt-Österreich,” in Er ist der Vater, 
wir sind die Bub’n: Essays in Honor of Christoph Wolff, ed. Paul Corneilson and Peter Wollny (Ann Arbor: Steglein 
Publishing, Inc, 2010), 187–206. 
20 “Mich wundert, daß mir der H. Gluck über meine altfränkschen Israeliten, welche er in Wien dirigirt hat, 
so viele Complimente hat melden laßen. Doch, sie sind zwar draatisch, aber geistlich.” Blanken, 195–96. 
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In constructing his oratorio, Ulbrich made use of the extensive musical forces available to 
him through the Society’s membership. Die Israeliten is scored for four soloists—the two 
Israelite women (performed by two sopranos), Moses (a tenor), and Aaron (a bass)—as well as a 
large chorus of Israelites.21 Ulbrich wrote seven arias, a duet for the two Israelite women, and six 
mammoth choruses, three of which incorporate solos for the character Moses. Most of the arias 
include only a few written melismatic passages; this is likely to give precedence to German 
language declamation over the singer’s virtuosity. The orchestration calls for 2 flutes, 2 oboes, 
English horn, Thalia (oboe da caccia), 2 bassoons, 3 horns, 4 trumpets, tenor and alto trombone, 
strings, and timpani.  
Present at the 1783 Die Israeliten performances was Joseph Martin Kraus who provides 
us with an eyewitness account of the 1783 performances in his travel diary. Kraus’s detailed 
movement-by-movement analysis provides a fascinating perspective on both the oratorio and 
Viennese concert life through the eyes of an outsider. His invaluable commentary not only 
identifies noteworthy musical passages, but also alerts us to issues of performance practice, and 
provides clues to understanding different continental performing traditions. 
Kraus (1756–1792) was assistant Kapellmästare at the court of Sweden’s Gustav III and 
undertook a Grand Tour of Europe from 1782 until 1786. An opera composer himself, Kraus 
focused his tour on learning about European operatic trends and stopped in Vienna in 1783 with 
the primary goal of meeting Gluck. Kraus attended both of the Lenten Tonkünstler-Societät 
concerts featuring Ulbrich’s oratorio. Kraus was intimately familiar with C. P. E. Bach’s Die 
                                                 
21 It is unclear if Ulbrich had access to Bach’s score when he began work on his own version of Die 
Israeliten. Bach’s oratorio was published in Hamburg in 1775. It is quite possible that van Swieten had a copy in his 
music library. Van Swieten spent twenty-two years traveling Europe, which included a stint in Berlin from 1770 to 
1777. He permanently moved to Vienna in 1777 and became involved with the Society in 1779. In 1773 C. P. E. 
Bach composed a set of six symphonies for van Swieten.  
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Israeliten and apparently used it as a comparison when evaluating Ulbrich’s oratorio. Kraus was 
particularly impressed by the second chorus, noting: 
The Chorus of Israelites (“Du bist der Ursprung,” etc.), on the 
other hand, far exceeded what came before, and indeed Bach’s 
entire work (insofar as the arias and choruses require fire). The 
movement is in C [minor]22 and fugal. Moses comes in with the 
chorus in a very successful balance, and nothing could be throught 
more appropriate than the answer of the people to M[o]ses[’s] 
question: (“Has du die Werke und Wunder schon vergessen, die für 
dich dein Gott gethan?”) “Gott schlummerte” (ungrateful people!); 
“Er erwache!” The composer has altered the words according to 
the circumstances23 in this chorus as well, [but] with an apparent 
large gap.24 
 
Kraus’s high praise for Ulbrich’s chorus is noteworthy and the piece merits further 
scrutiny. This movement is perhaps the most dramatic in the oratorio, partially because it is 
scored as a dialogue for both chorus and Moses. Here, the Israelites are mistrusting of Moses and 
blame him for their current situation, repeatedly singing in forte that “you are the cause of our 
woes” (“Du bist der Ursach”). The Israelites sing long, winding passages of counterpoint that 
constantly increase in intensity due to the expanded instrumentation. Initially accompanied by 
strings alone, Ulbrich gradually weaves in the woodwinds and trombones, simultaneously 
thickening the texture and creating an agitato feel (Ex. 12). With his use of counterpoint, Ulbrich 
achieves a situation in which the Israelites individually remark on their predicament, rather than 
voicing their thoughts unanimously and homophonically, as a collective unit.  
 
 
                                                 
22 Van Boer mistakenly translates this to “major.” 
23 Kraus’s mention of altering the words was likely in comparison to Bach’s setting, in which these words 
are set for chorus alone, with an extended recitative for Moses that follows. In creating his setting, Ulbrich borrows 
lines from the recitative and integrates them into the chorus. 
24 Quoted in Bertil H. van Boer, The Musical Life of Joseph Martin Kraus: Letters of an Eighteenth-
Century Swedish Composer (Bloomington: Indiana University Press, 2014), 143–45. See also Hans Eppstein, 
“Quellen zur Biographie von Joseph Martin Kraus,” in Mitteilungen der Internationalen Joseph-Martin-Kraus-
Gesellschaft IX (1989): 8–20. 
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EXAMPLE 12: Ulbrich, Die Israeliten in der Wüste: Chorus, “Du bist die Ursach,” mm. 40–4525  
 
 
 
In the middle of this 174-measure chorus, Moses responds to the “ungrateful people” 
(“Undankbares Volk”), creating a captivating dialogue between the stubborn Israelites and their 
seemingly weary leader. Moses is accompanied by tremolos in the strings while the full 
ensemble responds, its sheer force suggesting the sway the Israelites have over their leader. 
Though Moses pleads with the Israelites to trust in God, his cries are buried deeper into the thick 
texture. The chorus ends in homophonic, forte exclamations of the “Du bist” (“You are”) 
passage.    
                                                 
25 Note that C. P. E. Bach used the term “Ursprung” (origin, source) whereas Ulbrich substitutes the similar 
term “Ursach” (cause, reason).  
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Though by the end of the chorus Moses may appear defeated, his following aria proves 
that is not the case. Here, Ulbrich uses brass and timpani to construct regal fanfares that sound 
throughout the introduction and with Moses’s entrance. These instruments provide a bright 
timbral contrast to the dark tones in the winds and trombones heard in the previous movement. In 
one of the more melismatic arias in the oratorio, Moses criticizes the Israelites for their 
unfaithfulness and challenges them to believe in God. This aria is approximately 100 measures 
longer than the preceding chorus, suggesting that Moses’s belief overpowers all of the negative 
emotions articulated in the previous chorus. With the virtuosic setting and brass fanfares, Ulbrich 
musically conveys Moses’s strength and hints at his ultimate success in winning over the people. 
Part I ends with a storm chorus in which God performs a miracle by allowing rain to fall 
on the dry desert. With this action, the Israelites restore their faith in God. Written in C major, the 
flutes, oboes, and violins play descending pianissimo sextuplets that span nearly two octaves. 
The chorus softly exclaims “Welch ein wunder” (“What a wonder”), professing disbelief that 
drops of water are trickling down from the sky. The winds and violins continue to repeat this 
descending passage and the Israelites erupt in counterpoint: “What a miracle. God has heard us!” 
(“Welch ein wunder. Gott hat uns erhört!”). Over the course of the movement, a few water 
droplets turn into a full-fledged storm (Ex. 13). The downward sextuplets are nearly incessant, 
aside from moments in which Ulbrich writes an ensemble-wide tremolo to suggest the booming 
thunder. The brass and woodwinds punctuate the already dense texture with quarter- and eighth-
note pulses, perhaps to suggest lightning.  
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EXAMPLE 13: Ulbrich, Die Israeliten in der Wüste: Chorus, “Welch ein Wunder,” mm. 1–18  
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Example 13 continued 
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Example 13 continued 
 
 
The storm not only provides a climactic ending to the first act, but also fulfills the 
Metestasian convention of having a single, momentous action occur during the entire oratorio.26 
In the first half of his oratorio, Ulbrich’s experimentation with vocal writing portrays dramatic 
tensions between Moses and the Israelites, making the finale to Part I all the more cathartic. 
Ulbrich may have also taken into account the Viennese love of storm choruses (discussed in the 
Interlude) when penning the conclusion to the opening half of the oratorio.  
Overall, Kraus viewed the second part of the oratorio as subsidiary to the first, likely 
because of its lack of dramatic development. Nevertheless, Ulbrich utilizes the timbral colors of 
                                                 
26 For an overview of the Metastasian conventions regarding time, place, and action, see Howard E. 
Smither, A History of the Oratorio, vol. 3: The Oratorio in the Classical Era (Chapel Hill: University of North 
Carolina Press, 1987), 53–54. 
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the orchestra to paint each character’s emotions and highlight significant moments in the text. 
Kraus notes a particularly effective use of word painting in one of Moses’s recitatives in Part II. 
Here, Ulbrich writes a piano timpani roll that gains in intensity as instruments are added, finally 
resulting in a forte G7 chord. Following this, Moses declares: “but one day, my eyes see the 
future brighten” (“Doch einst vor meinem Blicken, seh’ ich die Zukunft aufgehellt”). By using 
timpani and a layered orchestration, Ulbrich adds weight to Moses’s words as he predicts the 
coming of Christ. 
Ulbrich uses the woodwinds prevalently throughout the oratorio and even includes 
several members of the oboe family—including the English horn and the Thalia. The final aria in 
Act 2, “O selig, wem der Herr gewähret,” (“O blessed he whom the Lord protects”) is a prayer 
for the Virgin Mary and was sung by the popular coloratura soprano, Catarina Cavalieri. In his 
description, Kraus jokes that the work is scored for flute, oboe, bassoon, three horns, and a 
“blend of onions and garlic,” suggesting the instruments were thrown together in a sort of 
musical stew (Ex. 14). But this allusion to food could also signify Kraus’s distaste for the work. 
Onions and garlic are two of the most pungent spices and in combination, they would likely 
leave diners with a strong, bitter flavor (and perhaps unwelcome aftertaste). Perhaps Kraus felt 
that the combination of instruments did not blend particularly well to his ear (or his taste).  
In the introduction to the aria, the three woodwind instruments play lengthy solos atop a 
sparse string accompaniment. The soprano enters to strings alone, but during the repetition of her 
text, the winds delicately weave through her melismatic vocal line, creating the most elaborate 
aria in the oratorio. As discussed previously, Cavalieri was one of Vienna’s most popular singers 
and known for her wide range and coloratura. That she would sing such a virtuosic aria is 
unsurprising, and suggests that Ulbrich might have crafted the aria specifically for her.  
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EXAMPLE 14: Ulbrich, Die Israeliten in der Wüste: Aria, “O selig, wem der Herr gewähret,”  
  mm. 61–76 
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Example 14 continued 
 
 
 
Kraus makes a number of intriguing references to performance practice which offer a 
window on Viennese musical life and, in particular, the concerts organized by the Tonkünstler-
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Societät. The Tonkünstler-Societät playbills boast that a 180-musician ensemble was to have 
performed the oratorio, but a disappointed Kraus estimated that the size was around seventy 
people—far fewer than publicized. Here, it seems, the numbers were confused, as the Society 
was publicizing the total number of performers involved while Kraus was counting only the 
members of the orchestra. Despite this, Kraus is right to question the ensemble size, as the 
Society typically inflated the numbers as a marketing ploy to attract a larger audience.27  
Though the ensemble was smaller than he expected, Kraus observes that it was unable to 
control dynamics. At times the group overpowered the singers, which could have been in part 
due to Ulbrich’s heavy orchestration, but at other times the group’s softer dynamics were 
inadequate. Kraus notes that the contrabasses were too soft and there were not enough celli, 
making the bass line indiscernible at times. Finally, there was no uniform bowing for the strings 
as “each stand had its own bow stroke.”28 One wonders if this lack of uniformity was, indeed, 
Viennese convention or if it reflects the sometimes lackadaisical approach Tonkünstler-Societät 
members had when performing in academies, as discussed in Chapter 2. The problems with 
balance could also be attributed to the layout of the theater, which was designed for singing and 
speaking, thus making the acoustics challenging.29 
The Tonkünstler-Societät performed Die Israeliten twice—once at the start and once at 
the end of the Singspiel experiment, earning substantial income for the academy. The 1779 
performances were held on December 19 and 21 at the Kärntnertortheater; for the combined 
nights, the Society grossed nearly 1,700 fl. These concerts were some of the best attended and 
most profitable in ticket sales (see Table 12). The 1783 performances on April 6 and 8 were also 
                                                 
27 Typically academies would comprise 140–150 musicians total, with approximately 80–90 orchestral 
members. See my discussion of the Society’s orchestral and choral forces in Chapter 2. 
28 “…und bei den Triolen hatte jede Bank ihren eigenen Bogenstrich.” Eppstein, 14. 
29 See John Spitzer and Neal Zaslaw, The Birth of the Orchestra: History of an Institution, 1650–1815 
(Oxford: Oxford University Press, 2004), 362–64. 
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successful, grossing more than 1,300 fl; however, the Society’s move to the Burgtheater 
(discussed in Chapter 2) meant fewer seats for the audience. The Society also had to spend more 
in order to configure its ensemble set-up for a new stage, leaving the organization with a net 
income of 568 fl 30x. 
While a published score and recording of the oratorio are not in general circulation, a 
careful look at the vocal abilities of the singers and their relationship to the composer can begin 
to shed light on the oratorio and its characters. The roles of the two Israelite women were sung 
by the sopranos Cavalieri and Therese Teyber, who was known for her charming vocal and 
acting qualities.30 Both women were engaged by the German theater troupe at nearly the same 
time and frequently performed together, including in Ulbrich’s Frühling und Liebe in 1778 and 
later in Mozart’s Die Entführung aus dem Serail (1782), where Cavalieri created Konstanze and 
Teyber, Blonde. The tenor Matthäus Souter, known for his “melodious sound and sweetness”31 
created the role of Moses and the bass Joseph Hoffmann sang the small role of Aaron.32 All four 
singers were members of the German troupe at the Burgtheater and, with the exception of 
Cavalieri, performed in Society concerts between 1778 to the early 1780s.  
From his perspective in the audience, Kraus was very critical of the singers, perhaps due 
to his unfamiliarity with Viennese vocal styles and techniques. He remarks that Leopold 
Hoffmann was “a wretched bass” and that Therese Teyber’s performance of the aria “Will er” 
                                                 
30 Peter Branscombe, “Teyber,” Grove Music Online, Oxford Music Online, Oxford University Press, 
accessed April 18, 2016 and Patricia Lewy Gidwitz, “Catarina Cavalieri,” Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed April 18, 2016.  
31 “Wohllaut und Lieblichkeit,” Otto Michtner, Das Alte Burgtheater als Opernbühne: von der Einführung 
des deutschen Singspiels (1778) bis zum Tod Kaiser Leopolds II. (1792) (Vienna: Böhlaus, 1970), 360. Souter was 
engaged by the troupe in 1778 and performed until his death in 1783. Michtner also notes that Souter’s rising 
popularity with audiences is evidenced in his salary, which increased from 800 fl in 1778 to 1,200 fl in 1782. See 
also Link, National Court Theater, 408.  
32 There is some discrepancy regarding Hoffmann’s name; the programs indicate it was Joseph, but 
Michtner and Hadamowsky indicate it was Johann Baptist (the question is also raised by Link in her index). 
According to Michtner, in addition to singing, Hoffmann also directed the choir, for which Link shows us he was 
paid a small sum. See Michtner, 362; Franz Hadamowsky, Wien Theater Geschichte: Von den Anfängen bis zum 
Ende des Ersten Weltkriegs (Vienna: Jugend und Volk, 1988), 299; and Link, National Court Theater, 412, 252. 
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was “very poor, and her lack of understanding [of the text] was made more apparent still through 
the ill-suited cadenza on the last line.”33 Even Cavalieri—Vienna’s darling—failed to impress 
Kraus. These singers were among the most famous and gifted in Vienna, and Kraus’s distaste 
perhaps suggests his position as an outsider, unaccustomed to the voices employed in the 
Viennese court, which differed in timbre and depth from those he worked with at the court of 
Gustav III.34 
Though Kraus’s overall impression of the work was mixed, a reporter for the 1779 
Wiener Diarium remarked extensively on the work, which he believed “patriotic-minded” 
patrons would find appealing for the use of the German language. The reporter also points out 
several individual numbers that were particularly appealing: “The first symphony, the chorus ‘Du 
bist die Ursach [Ursprung],’ the ending chorus in the first part, where the Israelites receive water; 
and in the second part, the thanksgiving of the Israelites to God, Moses’s prophecy, and the 
bravura aria with the obbligato wind instruments by Mademoiselle Cavalieri, and also the closing 
choir.” This write-up is unique as it is one of the Society’s earliest reports in a periodical and one 
of the lengthiest, providing much more detail than other newspaper notices from the time.35 
 A few discrepancies arise when comparing the Sitzungsprotokolle with the 1783 academy 
programs, mainly with respect to the personnel engaged. According to the meeting notes, Ulbrich 
was invited to direct the academy by Inspector Christian Lang, who had evidently not heard back 
in time for the Society’s February meeting.36 Lang announced that if Ulbrich refused the 
invitation, the composer Joseph Starzer would direct.37 Perhaps Ulbrich’s reluctance to conduct 
                                                 
33 Van Boer, 143. 
34 My thanks to Bertil van Boer for our discussion of Kraus’s singers. 
35 Wienerisches Diarium No. 103, December 25, 1779. 
36 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 6, 1783, No. 18. 
37 There is no further correspondence from the Society on this issue, and there is no mention of the director 
for the academy in the Society archives. Pohl suggests that Starzer did direct the academy, and this seems 
conceivable if Ulbrich did, indeed, have hard feelings toward the Society. Pohl also indicates that Ulbrich directed 
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the work relates to the recent rejection of his membership application. The meeting minutes 
suggest that the Society had not finalized the cast, as only three soloists are listed: Cavalieri, 
Valentin Adamberger, and Joseph Hoffmann.38 According to the playbills, Therese Teyber 
reprised her performance as the Second Israelite, but Adamberger did not appear as Moses.39 
Instead, the role was played by Leopold Panschab [Ponschab], a tenor in the Hofkapelle.  
 The commission and subsequent performances of Ulbrich’s Die Israeliten mark the 
beginning of a series of changes the Tonkünstler-Societät instituted to the oratorio and represents 
the genre in transition, moving away from the language and elaborate musical nature of the 
opera seria style enjoyed during Maria Theresa’s reign. That Die Israeliten is considered a 
Geistliches Singspiel reflects the rising popularity of vernacular musical theater enjoyed by 
Joseph II. Ulbrich’s extensive use of the chorus—especially the storm chorus—reflects the 
popularity of such structures with Viennese audiences and the Society’s repertoire. Despite the 
change in structure and language, the Society was still not confident in its ability to attract the 
sizable audiences it needed. Just a few years later, the Society experimented with a new oratorio 
format that would “shorten” the work, breaking up the monotony and allowing more 
opportunities for the organization to program the miscellaneous repertoire it believed that 
audiences craved.  
 
1786: DITTERSDORF’S “CHARITABLE DONATION” 
 
The first member to advocate for change in the repertoire was the Society’s President 
from 1774 until 1788, the Kapellmeister Giuseppe Bonno, who aimed to reform the oratorio 
                                                                                                                                                             
an academy in 1782, which is most likely a mistake, considering none of his works were performed by the Society 
that year. Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät 
(Vienna: 1871), 96. 
38 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: March 6, 1783, No. 18. 
39 The surviving programs are held at the Gesellschaft der Musikfreunde. See A-Wgm, 11678/Programme. 
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genre to make it more accessible to contemporary listeners. Bonno’s reform, along with another 
shortly after, were begun in early 1786 and planned in quick succession, but neither met with 
lasting success. In a letter quoted by Bernd Edelmann, Bonno remarks that the musical taste of 
the Viennese had changed and that in order for oratorio performances to be successful, the genre, 
too, had to change: 
I need to take the liberty to remind us that, regarding the oratorio, 
the local audiences’ taste has changed in a way that the recitatives 
without instruments are liked as short as possible, and that 
generally the production should not be longer than one and a half 
hours, excluding the concerti. The poetry should remain 
unchanged, so I ask you, if it is necessary, to be careful to only 
shorten the aforementioned recitatives (the text can remain in the 
booklet and, if necessary, can be explained in a note) so that the 
audience’s taste regarding this aspect, will be satisfied.40    
   
With these concerns in mind, he approached his student Carl Ditters von Dittersdorf 
about writing and conducting a new oratorio for the Society’s 1786 Lenten concerts. 
Dittersdorf’s third oratorio for the Society was titled Giob (also written as Giobbe or Hiob) and 
used a text by his preferred poet, Salvatore Ignatio Pinto (1714–1786).41 A score for Giob is held 
at the Gesellschaft der Musikfreunde and the work as a whole has only garnered passing mention 
                                                 
40 Bernd Edelmann states that the letter is kept in the Beilagen folder at the Stadt- und Landesarchiv. 
Unfortunately, the letter from Bonno seems to have been misplaced, as I could not find it in the Society’s archives. 
Similarly, Herbert Seifert notes that he could not locate the same letter in the summer of 1989. It is quoted in 
Edelmann, “Haydns Il Ritorno di Tobia und der Wandel des ‘Geschmacks’ in Wien nach 1780” in Joseph Haydn 
Tradition und Rezeption: Bericht über die Jahrestagung der Gesellschaft für Musikforschung Köln 1982, ed. Georg 
Feder, Heinrich Hüschen, and Ulrich Tank (Regensburg: Gustav Bosse Verlag, 1982), 191. “Nur muß ich mir die 
Freyheit nehmen, in absicht auf das Oratorium zu erinnern, wienach sich der geschmak des hiesigen Publikums 
seither dahin geändert hat, daß man die Recitativen ohne Instrumenten so kurz als möglich haben will, und daß 
überhaupt die ganze Production nicht viel über anderthalb Stunden ohne Konzert dauern soll; da dessen ungeachtet 
die Poesie unverlezt bleibt; so bitte ich, wenn es diesfalls nöthig seyn solte, nur auf abkürzung der besagten 
Recitativen in der Musik (: dann im Buch kann der Text immer stehen bleiben, und allenfals mit einer Nota 
bezeichnet werden :) den gefälligen Bedacht zu nehmen, damit der geschmak des Publikums auch von dieser Seite 
befriediget werde.” 
41 Dittersdorf’s first oratorio, Ester (discussed in Chapter 3), premiered in 1773. His second oratorio for the 
Society, Isacco figura del Redentore, was performed in 1776. 
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in scholarship by Edelmann and Herbert Seifert; a CD recording was released by conductor 
Hermann Max in 2001.42 
To accommodate Bonno’s concern regarding the lengthiness of the concert, the Society 
decided to perform the work over the course of two nights, with Part I premiering on April 8 and 
Part II on April 9. Each oratorio part probably lasted just over an hour, and the Society also 
performed a new symphony and new concerto each night.43 Since the Society expected the 
musicians’ services (and even the composition of new oratorios) to be completed gratis, it 
publically thanked Dittersdorf for his “charitable donation” (wohlthätiges Geschenk) on its 
concert playbills. The program also notes that the work originally intended for the concert, Anton 
Teyber’s oratorio Gioas, would be performed at the next academy series. 
While performing an oratorio over the course of two nights may have solved issues with 
timing, it also posed potential difficulties from a dramatic standpoint. First, if concert-goers only 
attended the second night’s performance, would anything in the text apprise them of the dramatic 
events that transpired the first night? And second, if Dittersdorf were to subscribe to the dramatic 
continuity’s of the Metastasian oratorio (a text-setting at this point still used by the Society), 
which stipulates that one primary action should occur over the course of the work, where would 
the one big dramatic moment occur: in Part I or Part II? In reading the libretto, we can see that 
the opening of Part II does not begin with any summary or mention of the events that had already 
happened; the audience meets Job after his illness is fully onset. Given that the tale of Job is a 
well-known Bible story, perhaps any sort of summary was unnecessary. In the Old Testament 
                                                 
42 Edelmann, 191–92; Herbert Seifert, “Dittersdorfs Oratorien,” in Carl Ditters von Dittersdorf: Leben, 
Umwelt, Werk, Internationale Fachkonferenz in der Katholischen Universität Eichenstätt vom 21–23 September 
1989 (Tutzing: Hans Schneider, 1977), 91–109; Carl Ditters von Dittersdorf, Giob, Rhinische Kantorei, conducted 
by Hermann Max, CPO compact disc 999790-2. 
43 My timings are based on the Hermann Max CD recording of Giob. Part I lasts roughly 76 minutes while 
Part II is just over 75 minutes. Dittersdorf, Giob, CD. 
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story, Job’s faith in God is tested through a series of devastating events, including the theft of his 
livestock and the death of his children. Despite this, his faith is unwavering and God eventually 
rewards him. While most of Job’s misfortunes occur in Part I, including the tumultuous storm 
that kills his sheep and his children, Pinto saves some of the most personally dramatic events for 
Part II. Here, Job becomes gravely ill and his wife and friends spurn him for his seemingly blind 
faith. At the end, an angel appears and relieves Job from his sorrow and suffering.  
The oratorio itself does not match the design of the traditional Metestasian texts, in which 
one primary action occurs during the entire oratorio. Instead, one major event occurs per half: in 
Part I it is the storm while in Part II it is the appearance of the angel. The other incidents, 
including the theft of the cattle and the death of Job’s sheep and children, are told second-hand 
through recitative. In complying with Bonno’s stipulation of shortening the recitatives, most of 
these passages last around a minute in the 2001 recording, while the longest is just over three 
minutes. In comparison, the recitatives in Haydn’s Il ritorno (discussed in the Interlude) could 
stretch as long as eight minutes.  
The arias in Giob contain simple, tuneful melodies similar to what audiences would have 
heard in reform opera, but they also contain elaborate coloratura passages that were crafted for 
some of Vienna’s most skilled singers. Dittersdorf did some of his best vocal writing for the 
characters Job and Sara, who were played by Valentin Adamberger and Catarina Cavalieri, 
respectively. Both singers performed often in the Tonkünstler-Societät academies, and the next 
year would be the featured soloists in Mozart’s Davide penitente (discussed later in this chapter). 
Adamberger and Cavalieri were each given multiple showpiece arias meant to display the 
breadth of their vocal capabilities and please the audience members craving such artistry. In 
particular, Sara’s “Si vorrei dall’ala scotere” (“Yes, I wish to rouse from my soul”) resembles 
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Gluck’s famous aria, “Che farò senza Euridice?” from Orfeo ed Euridice (1762), both through 
the shape of the melodic line and the wave-like accompaniment in the strings.44 In addition, 
aspects of the coloratura seem to resemble the melodic shape of passages from the Queen of 
Night’s “Der Hölle Rache” from Mozart’s Die Zauberflöte (1791), through the high, repeated 
pitches as well as the skips through the extremes of Cavalieri’s register. While these operatic 
passages likely excited some listeners, others were displeased, including the Berlin music critic, 
Carl Spazier. Responding to the 1789 Berlin performance of Giob, Spazier wrote that the work as 
a whole had many beautiful moments which were masterfully composed by Dittersdorf. But he 
was particularly critical of the arias for their opera-like conception. For example, of Job’s 
opening aria, “Tu che la copia versi” (“You whose cries copy”), he wrote: “Instead of hearing the 
expression of a reflective soul that is devoted to God, one must endure a common opera aria with 
scandalous coloraturas. How vulgar!”45 From Spazier’s criticisms we can perhaps begin to draw 
conclusions about the appeal of Giob with different regional audiences. If we are to believe 
Spazier, audiences in Berlin, may have expected an oratorio with simple melodic lines, thus 
placing emphasis on the text and sentiment rather than the vocalist’s musical talents. But in 
Vienna, as we shall soon see, audiences were craving opera-like entertainment with virtuosic 
showpieces; it seems possible Dittersdorf had such ideas in mind while crafting his arias.     
Much like Ulbrich’s Die Israeliten and Haydn’s Tobia (discussed in the Interlude before 
Chapter 3), Dittersdorf’s Giob includes a massive storm in the middle of Part I; this storm stands 
apart from the others mentioned because of the way the characters interpret and interact with the 
event. After losing his camels to thieves, who also attacked and killed the herdsmen tending the 
livestock, Job continues to proclaim his faith in God, but soon an ominous storm approaches on 
                                                 
44 Seifert, 96–97. 
45 Ibid., 102–3. “Statt dass man nur den Ausdruck einer in sich gebeugten, Gott ergebenen Seele hören 
sollte, muss man sich eine gemeine Opernarie mit scandalösen Coloraturen vorjauchzen lassen. Wie abgeschmackt!” 
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the horizon. The orchestra begins with a swirling bass line, accompanied by vigorous violin 
tremolos and pulsing chords in the winds. With this terrifying introduction, Dittersdorf 
incorporates the storm into an accompanied recitative, a device popularly used to convey a 
characters’ deepest emotions and terror. This structure also allows the characters to experience 
and remark on the storm as it unfolds. Over the course of the recitative, Job and his friends 
describe elements of the storm that are depicted musically, including the thunder (characterized 
by orchestra-wide forte-piano accents) and lightning (ascending violin runs in the upper 
register). The terrified chorus appears twice during the recitative, both times singing a calm, 
homophonic prayer for peace from the storm, titled “Onnipotente Deo” (“Omnipotent God”). 
The text is set against tremolos in the strings, suggesting the people trembling with fear as the 
storm rages on.  
Shortly after the chorus and recitative, the storm is recounted in an accompanied 
recitative sung by Job’s chief herdsman, Ishmael. Narrowly escaping the tempest, he tells of the 
eerie storm, describing the devastating thunder, lightning, and hail—set to the same music heard 
in the earlier recitative—the strength of which killed of all Job’s sheep and shepherds. Here, 
Dittersdorf allows us access to the storm from two different vantage points—once as it is 
happening and once in a memory—which heightens the drama in the oratorio’s plot and keeps 
the musical experience interesting for audience members. The fear and awe triggered in 
Dittersdorf’s storm sequence (as well as the devastating tornado occurring shortly after) evokes 
the notion of ombra (discussed in the Interlude), which would at once delight and terrify 
audience members. Such dynamic orchestral painting and intense emotion further seems to recall 
the storms in Mozart’s Idomeneo (1781), which could have influenced Dittersdorf’s creation.    
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Assessing the attendance figures for this concert series, in particular, is fascinating, 
considering that audience members were only seeing part of an oratorio each night. With this in 
mind, it appears that attendance was slightly higher for the second performance (reaching nearly 
1,000 tickets sold), while approximately 800 tickets were sold on opening night.46 This is 
particularly unique because the Society usually sold more tickets for the first night of its 
academies. While many reasons could explain the lower attendance figures (such as other events 
happening the same night, the weather, etc.), one wonders if practical concerns led audiences to 
choose the second night. It is unfortunately impossible to tell how many individual patrons 
purchased tickets to attend both performances. Considering the high cost of tickets, it is perhaps 
safe to assume only the very wealthy would have afforded this. Perhaps this led some audience 
members to attend the conclusion of the work rather than the beginning.  
Giob received much praise at its premiere and it was subsequently repeated by the 
Society a few years later, but to lesser success. Joseph II was particularly pleased with the 
performance and gave a 269 fl donation and asked for a personal copy of the score.47 The Wiener 
Zeitung reported that the work received universal applause and that the crowd in attendance was 
numerous.48 Easily the most popular number was the storm chorus, affectionally called the “chor 
mit dem Donnerwetter” (“chorus with the thunderstorm”); audiences heard it at both academies 
and it was also revived during the Lent 1789 academies. The popularity of this chorus extended 
into the early nineteenth century, as the Empress Marie Therese owned a copy of the score, 
which her choir performed in 1802.49 In 1789, the Society reprised the “best numbers” from 
                                                 
46 See Appendices D and E for more on ticket sales. 
47 Carl Ditters von Dittersdorf, Lebensbeschreibung seinem Sohne in die Feder diktiert, ed. Norbert Miller 
(Munich: 1967), 202. 
48 Wiener Zeitung no. 28, April 12, 1786, 810–11. 
49 John A. Rice, Empress Marie Therese and Music at the Viennese Court, 1792–1807 (Cambridge: 
Cambridge University Press, 2003), 98. 
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Giob in its Lent 1789 academies, but only around 800 tickets total were sold over the two-night 
event—less than half the number sold during the 1786 academies. That same year, however, 
Giob was performed with much success in Berlin, collecting a net profit of 2,675 fl.50  
Shortly after the premiere of Dittersdorf’s Giob, Society member Vincenzo Righini 
offered to write an oratorio for Lent in the same style as Dittersdorf, dividing the work over the 
course of two nights.51 While this, to my knowledge, never materialized, the sentiment suggests 
that at least some of the Society’s members found the new format promising. From this we can 
assume that the Society’s experiment in performing an oratorio over the course of two nights was 
unsuccessful based on the low attendance figures and the fact the Society did not try the venture 
again until about a decade later. The next work performed in the same fashion was Antonio 
Casimir Cartellieri’s Gios, re de Giuda in 1795, which was also only moderately successful, 
earning just over 1,500 fl over both nights.52 Perhaps audience members were uninterested in 
seeing just half of an oratorio—missing the context of the story in Part I or the outcome in Part 
II—and did not want to (or could not afford to) purchase tickets for each night. Indeed, it seems 
slightly strange and unfulfilling to attend a concert, but only hear a portion of the story. It could 
also be that the Society interpreted the lukewarm interest as being toward the oratorio genre 
rather than the work itself. Oratorio plots can move at a much slower pace than operatic plots, 
and perhaps the length of the work was still too much for fidgety audience members. Regardless, 
we can see the Society growing increasingly concerned with its repertoire and audience. As seen 
in Bonno’s comments, the Society was (for a time, at least) concerned with the lengthy oratorios 
                                                 
50 Seifert, 96. 
51 The Society approved the request as long as Righini agreed to shorten the parts to an hour and a half 
each. The minutes also mention that Madame (Aloysia?) Lang(e) would sing in this performance. See A-Wsa 
Haydn-Verein A 2/1, Sitzungsprotokolle, November 21, 1786, No. 36. 
52 It is interesting to note that attendance for the second night of the Cartellieri performance was 
substantially lower (unlike in Dittersdorf’s Giobe): the opening night (Part I) had approximately 730 attendees, 
while the second night (Part II) had about 387. See Appendices D and E. 
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it commissioned, and sought to shorten such works to appeal to the audience’s taste for variety. 
Seeing as the Society’s plan did not work as well as it had hoped, the leadership considered 
whether a different approach would prove more successful. The Society’s next experiment, 
begun later that same year, would weave a popular form of entertainment into the structure of the 
old oratorio genre. 
 
1786–1788: THE OPERA BUFFA EXPERIMENT 
 
Just weeks after Dittersdorf’s oratorio premiered, the Society was already discussing new 
ways it could further revise the structure and nature of the oratorio. With the dismissal of the 
Singspiel troupe in 1783, Joseph II reinstated the opera buffa troupe, which became the most 
popular form of musical-theatrical entertainment. Sensing the change in taste, it seems that the 
Tonkünstler-Societät decided to refashion the oratorio style and structure to better align with 
opera buffa conventions rather than those of the now antiquated opera seria. The meeting 
minutes from April 19, 1786 record that some members believed that the recitatives were too 
long for the present taste and almost unusable.53 Society member and violinist in the Hofkapelle, 
Thaddäus Huber reports speaking with court poet Lorenzo Da Ponte in 1786 and negotiating that 
                                                 
53 The full quotation reads: “Da die beÿ der Societät Vorfindige sowohl, als alle übrige Oratorien Bücher 
überhaupts zu dem Societäts gebrauch in Specie wegen zu langen Recitativen für den dermaligen geschmack fast zu 
sagen unbrauchbar sind, und Herrn Huber wegen abkürzung derselben mit dem Theatral Poeten Abbate daponte zu 
sprechen schon jüngsthin anbefohlen worden; so hat sich gedachter Poet da ponte dahin erkläret, daß er gegen 24 
Species Duccaten acht Bücher dergestalt überarbeiten, und liefern wolle, daß selbe fürs erste auf vier Haupt 
Singstimmen gerichtet, in so dem derselben 5 oder 6 chori, 8 Stück Theils Arien, Duetten, Terzetten, oder Quartetten 
nachdem es dem Inhalt des Buchs angemessen seÿn wird, enthalten und die Recitativen ausser einem oder dem 
anderen hӧchstens 5 oder 6 Vers zwishen jeder Arie lang seÿn sollen.” Translation: “All of the works found with the 
Society, as well as other oratorio books used by the Society are almost unusable because the recitatives are too long 
for the present taste. Herr Huber was already asked to speak with the theater poet Abbate Da Ponte about shortening 
the recitatives. Da Ponte explained that he would, for 24 Ducats, revise and deliver eight books accordingly. For 
now, he will arrange the works for four main voices, five or six choruses, eight pieces made up of arias, duets, trios, 
or quartets as appropriate to each book, and the recitatives between the arias should be at most five or six lines 
long.” See A-Wsa Haydn-Verein A 2/1, Sitzungsprotokolle, April 19, 1786, No. 15. 
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the poet would refashion eight librettos for a fee of 24 Ducats.54 The required revisions stipulated 
four principal singers, five or six choruses, eight arias, duets, trios or quartets, and the recitatives 
were to be only be five or six verses long.55 
It is unsurprising that the Society contacted Da Ponte considering his notoriety and 
position within the court. Da Ponte (1749-1838) arrived in Vienna in 1781 and was appointed 
Italian opera poet at the Burgtheater in 1783, in part thanks to a recommendation by 
Kammerkomponist Antonio Salieri.56 In this role, his primary duty was creating adaptations of 
texts written by other poets, but he was given a bonus if he penned a libretto of his own and also 
earned royalties from his published texts. The year 1786 was the peak of his career in Vienna; 
from January to December there were twenty-two Italian operas performed at the Burgtheater. Of 
these, ten were new and no fewer than six were to texts by Da Ponte, who was also involved with 
the adaptation and staging of the other works performed. Perhaps the best-known work of this 
year was Mozart’s Le nozze di Figaro.  
 There is no further mention of this topic in the meeting minutes until the Society’s March 
13, 1787 meeting.  Apparently, Da Ponte had not yet begun revising the oratorios, likely because 
he was too busy with his duties as court poet.57 The Society instead hired the librettist for the 
                                                 
54 The libretti include: Il giudizio di Damieles, Moisè in Egitto, Gerusaleme distrutta, La morte e la 
depozizione dalla croce di Gesu Cristo, Nabot vendicato, Per la S[antissi]ma annunziata, I tre fanciulli, Constantino 
vincitor di Massenzio.  
55 See A-Wsa Haydn-Verein A 2/1, Sitzungsprotokolle, April 19, 1786, No. 15. 
56 On Da Ponte, see Sheila Hodges, Lorenzo Da Ponte: The Life and Times of Mozart’s Librettist (New 
York: Universe Books, 1985) and April Fitzlyon, The Libertine Librettist: A Biography of Mozart’s Librettist 
Lorenzo da Ponte (New York: Abelard-Schuman Limited, 1957). 
57 None of the Da Ponte biographies I located mention the poet’s link to the Society, nor does Da Ponte 
himself in his memoirs. It is certain he completed at least one oratorio libretto, Davide, for Adriana Ferrarese in 
1791. The New Grove works list for Da Ponte also indicates he may have written an oratorio on the story of Jefte, 
for Sacchini in 1788; however, Sacchini’s entry does not include a matching work/date. The Baron Riesbeck made a 
note of Porta’s abilities, stating “For [Prince Esterházy’s] curious theatre he keeps a poet whose ability to fit large 
subjects into the theatre, and whose parodies of serious pieces, are often very successful.” See H. C. Robbins 
Landon, Haydn: Chronicle and Works, vol. 2: Haydn at Eszterháza, 1766–1790 (Bloomington: Indiana University 
Press, 1978), 67 and 99–100. 
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Esterházy family, and Da Ponte’s rival, Nunziato Porta,58 to revise the eight libretti for 24 
Ducats.59 Huber remarked that it was difficult to acquire a poet for this work at such a low price, 
so he believed the Society should contract Porta to revise five more oratorios for 12 Ducats. The 
Society agreed and tasked Huber with delivering the five additional libretti and the money, 
though it is not clear if Porta or the Society itself followed through with this request.60  
The payment records for this service, listed in the Society’s account books, are vague and 
complicate our understanding of the episode. The first payment appears in the 1786 cashbook, in 
the records from the fourth quarter (which included payments occurring between November 1 
                                                 
58 Da Ponte mentions this in his memoirs and includes a nasty poem that Porta wrote about him: “An ass 
you were born, an ass you will die; this little for the moment, later I will tell much more.” See Da Ponte, Memoirs, 
trans. Elisabeth Abbott (New York: New York Review Books, 2000), 118–19.  
59 There is little extant information on Porta until he gained employment with the Esterházy family in 1781. 
He worked as director of the opera theater and supervisor of the theater wardrobe at Esterháza. Porta’s modest salary 
there consisted of 150 gulden, 24 lb of candles, and three fathom cords of wood, and he supplemented this work 
with money he incurred as a freelance copyist. He was released at the dissolution of the opera company in 1790. 
Landon, vol. 2, 67. 
60 “Es wird hiemit von Herrn Huber angezeiget, daß die ihme in Vorigen Jahr wegen Umarbeitung in 
Comission gegebene acht Oratorien Büchel zwar dem Theatral Poeten Abbate da ponte angetragenermassen seÿen 
übergeben nach der hand aber, da dieser selbe zu arbeiten gar zu lang nicht angefangen hat von von dem Fürstl: 
Esterhazyschen Poeten übernohmen, Verfertiget, und nunmehro unter den Titeln: Il giudizio di Damieles, Moisè in 
Egitto, Gerusaleme distrutta, La morte e la depozizione dalla croce di Gesu Cristo, Nabot vendicato, Per la 
S[antissi]ma annunziata, I tre fanciulli, Constantino vincitor di Massenzio.—gegen der veraccordirten Betrag von 
24 Species Duccatten mit der versicherung an Herrn Huber abgeliefert worden seÿen, daß er Poet auch jede kleine 
Vieleicht beÿ Verfertigung der Music noch nӧthige abänderung mit vergnügen, und unentgeltlich bewerkstelligen 
wolle. Da nun die Bearbeitung dieser bereits abgelieferten Büchl ganz gut aus gefallen und nicht leicht ein Poet für 
diese arbeit um einen so leidentlichen Preiß zu haben seÿn wird; so ist Herr Huber der Meinung, daß man die 
Gelegenheit benuzen, und nach vier andere Büchl auf die Art von dem nemlichen Poeten, und zwar für die helfte 
nemlich für 12 Species Duccaten Veraccordiren möchte.” Translation: “It is herein indicated by Herr Huber that last 
year the theater poet Abbate Da Ponte received a commission to revise eight oratorio books, titled Il Giudizio di 
Damieles, Moisè in Egitto, Gerusaleme distrutta, La morte e la depozizione dalla croce di Gesu Cristo, Nabot 
vendicato, Per la ss ma aeunziata, Itre faniculli, Costantino vincitor di Mahsenzio. But he has taken too long to 
begin working on them. They have been delivered to the Esterházy poet [Nunziato Porta] for the agreed sum of 24 
Ducats and with the assurance that he would make the necessary modifications, which might appear when the music 
is written, with pleasure and without charge. Since the revision of the already delivered books went well, and since it 
is not easy to find a poet who would accomplish the task for such a reasonable price, it is Herr Huber’s opinion to 
use the opportunity to revise four more books from the named poet [Porta] in the same manner for half the price, 
namely 12 Ducats.” See A-Wsa Haydn-Verein A 2/1, Sitzungsprotokolle, March 13, 1787, No. 5. 
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and January 31) and states that the Society paid 108 fl (the equivalent of 24 ducats) to “The 
Italian Abeé for the translation of the oratorio” (Figure 14).61  
 
 
 
FIGURE 14: First Payment Record62 
Above is the first payment record for the libretti (likely to Porta) which reads: “den Wälschen 
Abeé für die übersezten oratorien bezalt ut q[uittung], 108 fl.” 
 
This payment came at most seven months after Da Ponte was initially asked to revise the 
oratorios, and also appears a few months before the Society indicated that Porta had been hired 
for the task. The use of the term Abeé would lead one to believe the payment was given to Da 
Ponte, as in the meeting notes the Society referred to him as “Abbate Da Ponte,” while Porta was 
the “Esterhazyschen Poeten.”  However, the meeting notes indicate that Porta completed the task 
by early 1787, so this payment was most likely his.  
Another payment appears in early 1788 and indicates that 67 fl 30x was paid to Porta for 
the revision of oratorio books (Figure 15).  This likely refers to the revision of the extra oratorio 
books (the titles of which are unknown), which were completed at 12 Ducats a piece. 
 
 
 
                                                 
61 The word Welsh meant “Italian” (see Figure 14). At this time, 24 Ducats is the equivalent to 108 Florins. 
See A-Wsa Haydn-Verein B 5/16, Societäts-Rechnung vom Jahr 1786, 4tes Quartal, von 1st Novembris 1786 bis ult 
Januarÿ 1787, Extra Ausgaben. 
62 See A-Wsa Haydn-Verein B 5/16, Societäts-Rechnung vom Jahr 1786, 4tes Quartal, von 1st Novembris 
1786 bis ult Januarÿ 1787, Extra Ausgaben. 
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FIGURE 15: Porta’s Payment Record63 
The second payment is recorded in early 1788 and reads: “den Poeten Porto bezalle für die 
oratorien Büchl ut q[uittung], 67 fl 30x.”   
 
Study of this exchange allows us to see one of the ways the Society chose the works it 
commissioned for academies. We can also see what lengths the organization went to select and 
adapt works to appease what it perceived was the preference of perspective audience members.      
Of the oratorios commissioned at this time, only two were performed by the Society: 
Moisè in Egitto and La morte e la depozizione dalla croce di Gesu Cristo. The latter was set by 
the tenor and composer Domenico Mombelli and performed in 1788.64 This work was not as 
successful as Leopold Kozeluch’s Moisè in Egitto, which entertained two performances and 
garnered substantial income for the Society. 
 
1787/90: MOISÈ IN EGITTO BY LEOPOLD KOZELUCH 
To set this new style of libretto, the Society turned to one of the most influential 
musicians and esteemed composers of this period, Kozeluch (1747–1818).65 Born in a small 
Bohemian village, Kozeluch received his music education in Prague. In 1778, he left for Vienna 
where he quickly established himself as a pianist, teacher, and composer. His 1791 cantata 
commissioned for the Prague coronation of Leopold II earned him much notoriety and soon after, 
                                                 
63 A-Wsa, Haydn-Verein B 5/18, Societäts-Rechnung vom Jahr 1788, 1tes Quartal, von 1st February bis ult 
April 1788, Extra Ausgaben. 
64 Francesco Dominico Mombelli was employed by the Burgtheater in 1786. The meeting minutes do not 
indicate Mombelli ever applied for membership. See Michtner, 202–4.  
65 On Kozeluch, see Heartz, Haydn, Mozart and the Viennese School, 482–83 and Milan 
Poštolka, “Leopold Kozeluch," Grove Music Online, Oxford Music Online, Oxford University Press, accessed June 
12, 2016. 
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in 1792, he was appointed Kammer Kapellmesiter and Hofmusik Compositor for the court of 
Franz II.  
Kozeluch is perhaps best remembered for his contributions to piano literature and 
pedagogy, and was influential in encouraging the use of the piano as opposed to the 
harpsichord.66 As a pianist, he was quite popular among the Viennese, as Friedrich Nicolai points 
out in his Von der Musik in Wien (1784): “I myself have heard many otherwise ardent and skilled 
music lovers in Vienna speak of [Emanuel] Bach not only with indifference, but also with inner 
hostility. Kozeluch and [Johann Anton] Steffan were everything to them, as far as the clavier was 
concerned.”67  Kozeluch wrote at least six operas, including a French comedy, an Italian opera 
seria, and a German heroic opera, all of which are lost. Though he also had experience writing 
ballet music, the majority of his oeuvre lies in chamber and keyboard music.68  
 With his newly-revised text, Kozeluch set to work composing an oratorio that better fit 
formally with the more popular opera buffa style. The work is labeled an azione sacra (“sacred 
action”), a designation commonly used in the Viennese court and typically for a staged work; 
however, there is no proof that the Society staged this oratorio.69 The autograph score of 
Kozeluch’s Moisè is lost, but a copy is available at the Wiener Gesellschaft der Musikfreunde.70 
While it is undated, it was likely completed prior to the 1791 performance. Additionally, in 2002 
the conductor Hermann Max released a recording of the oratorio.71  
                                                 
66 Poštolka, “Kozeluch.” 
67 Quoted in Heartz, Haydn, Mozart and the Viennese School, 482. 
68 Kozeluch and his brother Antonín Tomáš’s contributions to the publishing industry should not be 
overlooked. In 1784 Kozeluch began publishing his compositions and by the next year had established a publishing 
house, later called the Musikalisches Magazin. Ibid. 
69 This terminology is also applied to the sepolcro texts written during the late 17th century for the 
Habsburgs and usually denotes a staged work. See Howard Smither, “Azione Sacra,” Grove Music Online, Oxford 
Music Online, Oxford University Press, accessed March 13, 2016. 
70 A-Wgm, Gesellschaft der Musikfreunde, Ms. III 7947. 
71 Leopold Kozeluch, Moisè in Egitto, Hermann Max, conductor, Classic Produktion Osnabrück CPO999 
948–2, 2003. 
295 
 
This story told in Kozeluch’s oratorio directly relates to Ulbrich’s earlier work; Moisè 
focuses on Moses’s efforts to free the Israelites, while Die Israeliten describes the fate of the 
people once they have left. It is drawn from the book of Exodus and takes place before Moses 
and the Israelites depart for the Promised Land. Though the overarching storyline is Moses 
freeing the slaves, the oratorio also focuses closely on the relationships between principal 
characters, in particular Moses and his adoptive mother, the Princess Merime. Moses is intent on 
leading the Israelites to freedom, but Merime is selfishly afraid of losing her son and adamantly 
tries to persuade him otherwise. The tyrannical Pharaoh (Merime’s father) believes that he is the 
highest authority and argues that the ten plagues that struck Egypt were not inflicted by God, but 
rather conjured by magicians. Thus, Merime is caught between allegiances to her father and to 
her son. The ending of the oratorio is bittersweet: Pharaoh releases the slaves, but in leading 
them to freedom, Moses must break ties with his mother.  
As evidenced in the meeting notes, the Society had certain expectations for the format of 
this oratorio, most of which Porta complied with. Rather than five principal voices, Porta writes 
four: Merime (soprano), Aarone (soprano), Moisè (tenor), and Farone (bass). Each character 
sings two arias and there is a duet (for Merime and Mosiè), a trio (for Merime, Mosiè, and 
Aarone), and a quartet and chorus for the entire cast. Additionally, there are five choruses, two of 
which end in substantial fugues. Though the Society also stipulated that the recitatives be five or 
six verses long, Porta still occasionally writes lengthy dialogues between the characters.  
The orchestra comprises pairs of flutes, oboes, clarinets, bassoons, trumpets, and horns, 
along with strings, continuo, and timpani. The ensemble rosters from the 1787 and 1790 
academies indicate that nearly ninety instrumentalists participated, along with a chorus of 
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approximately sixty-five.72 Kozeluch showcases the Society’s instrumental forces in the stormy 
D minor overture as well as in the lengthy introductions preceding arias.  
Perhaps the most critical reforms the Society made with respect to the musical format 
was the emphasis on vocal ensembles and a greater number of choruses. Kozeluch’s five 
choruses are spaced evenly throughout each part and function variously, from emphasizing 
heightened emotions to offering tonal closure to the entire work. In Part I, there are three 
choruses, with the second containing an adjoining fugue, all of which are in minor keys. They 
reflect on the struggles the Israelites face as slaves under the Pharaoh and on their desire for the 
freedom Moses and God can grant. In Part II, Kozeluch writes two choruses, one of which is 
performed twice, and a closing fugue. These numbers are in major keys; the first is a prayer 
asking the Pharaoh for freedom, while the final chorus triumphantly praises God. In this oratorio, 
Kozeluch moves from a D minor chorus at the start of Part I to closing the entire oratorio in a D 
major chorus and fugue, thus achieving tonal closure. 
The most elaborate ensemble in the oratorio is the quartet near the end of Part I. 
Stretching nine minutes long (based on the 2002 recording), the number seems to be modeled 
after an opera buffa finale (as all members of the cast and chorus reappear), though its topic is 
less than comical. The opening tempos alternate between a light Larghetto and a rigorous Allegro 
to capture each character’s dilemma. Merime sings the first Larghetto, and expresses that she is 
torn between her commitment to her son and her father. Aaron responds in the Allegro section 
and frantically sings that the Pharaoh will only cause the Israelites more suffering if they are not 
freed. Repeating the same musical material, Moses sings a second Larghetto, proclaiming his 
faith in God, and the Pharaoh responds in an Allegro, describing his plan to cause more pain for 
                                                 
72 The choral portion of the roster only lists the tenors and bassists and a few altos, so my total figure comes 
from estimating the choir size based on previous years. See A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865, 
“Haupt-Lista,” December 1787 and December 1790. 
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his subjects. The Pharaoh’s last phrase ends in the minor and as the remainder of the ensemble 
develops, the tonalities constantly oscillate between major and minor inflections, creating an 
instability that mirrors the heightened emotions of the characters and foreshadows the chaos to 
come. Throughout the ensemble, the chorus of the Israelites forcefully interjects a desperate plea 
that God show pity on them. A key motivic device Kozeluch uses repeatedly is a buzzing 
sixteenth-note passage–sounding akin to an orchestra-wide trill. This not only emphasizes the 
already present tension, but also motivically connects the ensemble to the following chorus. 
At the end of the ensemble, the buzzing sixteenth notes soften and slow into eighth notes 
and then quarter notes, allowing the tension to momentarily subside, only to begin again in the C 
minor chorus that follows. Quickly, the music escalates and tempestuous string runs and 
thunderous roars from the low brass and timpani boom on the stage. The storm chorus, much like 
the others discussed in this dissertation, likely pleased the Viennese audiences; this particular 
storm likely symbolized both inner and outer turmoil. The terrified chorus enters, observing that: 
“A dark veil covers the sun; the sky burns and thunders with rage; the ground quakes; the rivers 
surge; the flood waters pour over the river banks.”73 The storm subsides as the strings and upper 
winds move from eighth and sixteenth notes to whole and half notes, as if voicing the calm after 
the storm.  
In crafting his arias, Kozeluch uses musical cues to communicate valuable information 
about each character’s personality and interpersonal relationships. Kozeluch scores Aarone’s part 
for a soprano to show his young age, and Farone has much musically in common with the 
villainous bass characters so often gracing the operatic stage. This is perhaps most clearly seen in 
his Part II rage aria, “Parti dal mio cospetto” (“Depart from my presence”), in which he furiously 
                                                 
73 “Copre il sol un fosco velo,/Arde e tuona irato il Cielo Trema il suolo,/freme l’onda E la sponda È già 
presta a naufragar.” Andrea Carbonari, liner notes to Moisè in Egitto, Hermann Max, conductor, Classic Produktion 
Osnabrück CPO999 948-2, 2003. 
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sends the Israelites away with the warning: “Don’t trust the appearance of a seeming good; the 
lightning stops, but it isn’t extinguished yet.”74 In the C minor aria, marked allegro agitato, the 
strings play tremolos and eerie scalar passages, which are punctuated by pulses in the trumpets. 
In keeping with the buffa style, the aria has few extended melismas, and requires quick patter-
like passages from the vocalist; this technique is what one would expect from a buffo bass 
character (recall Leporello from Don Giovanni). Here, we see the Pharaoh’s truly tyrannical and 
somewhat irrational behavior represented. Another aria that captures a character with heightened 
emotions is Merime’s Part I aria, “Cedi, o figlio, al mio dolore” (Be moved, oh son, by my 
suffering”). Merime imagines what suffering she will endure if Moses leaves. The light, agitato 
texture, especially evident in the propelling bass line, seem to convey a sense of urgency. 
Merime’s vocal line, too, conveys her anger and confusion. The melody is quite simple and is 
characterized by short descending passages at the end of phrases, depicting Merime’s frustrated 
sighs. Kozeluch includes vocal fermatas, allowing Merime to frequently pause with her thoughts 
through short cadenzas. Additionally, the tonality remains in G minor almost entirely, aside from 
a brief exploration of a major tonality (punctuated by minor chords). Merime’s inability to fully 
commit to a key musically paints her frenzied state. 
 Perhaps the most fascinating piece in Moisè, both for its musical characteristics and 
performance context, is Merime’s Part II aria. Inspection of the copied score reveals a most 
peculiar anomaly: it appears that Kozeluch wrote a new aria in 1791 to replace Merime’s aria 
from 1787. Written on a different size and type of staff paper, the aria is stitched into the 
manuscript in the middle of Merime’s old aria. Though the inserted aria does not bear Kozeluch’s 
name, John A. Rice argues that the aria is undoubtedly by the composer, as copies of the music 
                                                 
74 “Non ti fidar all’aura/D’un apparente bene;/Il fulmin si ritiene,/Estinto non è ancor.” Andrea Carbonari, 
liner notes to Moisè in Egitto. 
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(with different texts) circulated throughout Europe and were attributed to Kozeluch.75 Rice also 
suggests that this aria was written specifically for Adriana Ferrarese, who created Merime in the 
1791 production. These arias are stylistically and texturally different and contribute contrasting 
developments to Merime’s characterization and the work as a whole. 
 The first aria, “Colpo di vento alpestre” (“A strong gust of wind”), seen in Example 15, 
was originally performed by the soprano Anna Morichelli, who joined the opera buffa company 
from the 1787–88 season to replace Nancy Storace.76  Known for her beautiful voice and her 
brilliant career in both opera buffa and opera seria productions, she was considered “one of the 
best singers of her generation.”77 In the preceding recitative Merime reflects on the ten plagues, 
which presumably occurred after Part I but were not rendered on stage. To tremolos in the string 
instruments, she searches for a place to hide in a land that, in the wake of such violence, now 
seems unfamiliar to her. Her thoughts move to the livestock that died and the blood-filled Nile, 
accompanied by alterations between minor and diminished chords. Finally, to softer, mournful 
music, she wonders why God took the firstborn children. Her following ternary form aria 
(ABA1) explodes with a lengthy C major introduction propelled by the strings and punctuated by 
brass chords. The text uses the metaphor of an old oak tree destroyed by a strong wind and a 
marsh reed that survives the same gust to represent a generous heart that oppresses those who 
resist it and forgives those who yield. Kozeluch depicts the leaves rustling in the wind through 
buzzing sixteenth notes in the second violins and violas. Merime’s coloratura aria requires 
                                                 
75 Rice, “A Bohemian Composer Meets a Mozart Singer: Koželuch’s Rondò for Adriana Ferrarese,” 
expanded paper from the conference “Mozart in Prague,” Prague, 2–13 June 2009, accessed March 13, 2016, 
https://sites.google.com/site/johnaricecv/lectures. 
76 Dorothea Link, “Anna Morichelli, Vicente Martín y Soler's Champion Singer” (“La cantante Anna 
Morichelli, paladín de Vicente Martín y Soler,”), in Los siete mundos de Vicente Martín y Soler: Actas del congreso 
internacional, Valencia, 14-18 noviembre 2006, ed. by Dorothea Link with Leonardo J. Waisman (Valencia: Institut 
Valencià—Generalitat Valenciana, 2010), accessed March 13, 2016, 
http://musi.franklin.uga.edu/sites/default/files/faculty-cv/ Morichelli_article.pdf, 6. 
77 Ibid., 1. 
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flexibility and precision from the vocalist and primarily highlights the upper register, stretching 
to the C above the staff. Morichelli’s “wide vocal range, flexibility, and perfect knowledge of her 
art” was acknowledged by Parisian critics during the 1790s. 78 
 
EXAMPLE 15: Kozeluch, Moisè in Egitto: Aria, “Colpo di vento alpestre,” 29–42 
 
 
 
 
 
 
 
 
 
                                                 
78 The quote appears in Link, 16. Despite their flattering comments, critics seemed to always find 
something lacking in Morichelli’s vocal abilities and performance. In fact, the writer above mentions, too, that her 
performance “le[ft] something to be desired.” Link notes that many of the Viennese, especially Count Zinzendorf, 
believed Morichelli could not replace or even live up to the success of Storace. 
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Example 15 continued 
 
 
 
 
  
In the 1791 aria, Kozeluch sets a new text, written by an unknown poet, and adds a 
completely different element to the storyline. The aria is in two-tempo rondò form, a style 
perfected by Ferrarese. Ferrarese arrived in Vienna in 1788 and joined the Burgtheater’s comic 
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troupe, thought she was equally able to sing serious roles.79 Known for her vocal flexibility 
which enabled her to easily jump through the different octaves of her range, Ferrarese often 
insisted on having such substitute arias inserted into the operas she starred in.80 In this case, the 
Tonkünstler-Societät cashbooks reveal that the aria was indeed written specifically for her; a 
1790 entry for the copyist’s fee reads: “for Mad. Ferrarese the rondò written for the oratorio, 12 
pages at 5x, 1 fl.”81  
A rondò aria divides into two contrasting tempos: the first is slow and typically in ABA 
form while the second and fast section is in CDCE form. Rice notes that such rondòs 
characteristically forge a combination between poetry, music, and drama, in which the principal 
character is confronted with a moment of personal crisis.82 In her scena and aria (which 
culminates in the rondò), “Che veggo! Qual timore m’assale”/“Caro figlio questo addio” (“What 
do I see! What fear overwhelms me!/This farewell, dear son”), Merime is conflicted between the 
love she has for her son and her sorrow in seeing him leave (Ex. 16). 
 Merime’s complex and wide ranging emotions are clearly heard in the tonally unstable 
recitative and through the minor inflections in the aria. The recitative begins with a furioso 
passage in the strings coupled with an extended whole-note passage in the horns, which sound in 
a dramatic three-bar crescendo from piano to forte. The sentiments are similar to those 
communicated in the 1787 recitative—fear, uncertainty, and sadness—all underlined with minor 
and diminished chords in the accompaniment. The recitative moves without pause into the sweet 
                                                 
79 Rice, Antonio Salieri and Viennese Opera (Chicago: University of Chicago Press, 1998), 427–29. 
80 Ferrarese played Susanna in the 1789 revival of Figaro and created Fiordiligi in Così fan Tutte. From 
1789–1790, she sang at least eight different two-tempo rondòs, most of which were written for her. In creating his 
rondò for Moisè, Rice suspects that Kozeluch closely studied Joseph Weigl’s “Ah se un padre all’infelice,” as there 
is a resemblance between some of the melodic elements. See Rice, “Bohemian Composer.”  
81 “für die Mad: Ferrarese den Rondo aus dem oratorio abschreiben zulassen 12 bögen a 5x, 1 fl.” Ferrarese 
was also given a servant for the concert: “für den Bedienten der Mad. Ferrarese, 1 fl.” For both entries, see A-Wsa, 
Haydn-Verein, B 5/20, Societäts-Rechnung vom Jahr 1790, 4tes Quartal, von 1st November bis ult January 1791, 
Extra Ausgaben. 
82 Rice, “Bohemian Composer.” 
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melody of the aria—forming a stark juxtaposition with the terrifying music heard in the opening. 
Written in E-flat major, the aria begins Larghetto with a short instrumental introduction, before 
the voice enters to a light string accompaniment. The sweet melody is interrupted twice by brief, 
unstable minor episodes that further indicate Merime’s frustration. Throughout, the singer and a 
solo clarinet (played by Anton Stadler) trade melodic passages, almost like a duet. This 
instrumentation is noteworthy, as Kozeluch otherwise uses the clarinet sparingly, mostly as a 
harmonic filler, throughout the oratorio. The use of the obbligato clarinet is also perhaps 
reminiscent of Mozart’s operas, including Belmonte’s “Ich baue ganz auf deine Stärke” from Die 
Entfuhrung aus dem Serail or the Contessa’s “Porgi amor” from Le nozze di Figaro.83 It is also 
forward-looking toward a similar instrumentation and sentiment captured by Franz Xavier 
Süssmayr in his cantata Der Retter in Gefahr, discussed in Chapter 5.  
The Allegro part of the aria begins with the same opening instrumental passage as the 
recitative and is marked by descending scales and triads reiterated in sequence through the tutti 
strings. The vocal line here is lyrical and delicate, but still requires agility and mastery of the 
higher tessitura, in which Ferrarese was most proficient. Rice notes that her range extended just 
over two octaves—from the A below middle C to the C above the staff; Kozeluch had this in 
mind when penning this aria, which reaches just shy of two octaves (from middle C to the B 
above the staff).84 Unlike the 1787 coloratura aria, there are few extensive melismas and instead, 
the singer must navigate complicated eighth-note passages with full words rather than one mere 
                                                 
83 As explored in Chapter 3, some of the earlier oratorios performed by the Society included parts for 
obbligato clarinets (Dittersdorf’s Ester) or oboes (Hasse’s Sant’Elena al Calvario). While it is unlikely Kozeluch 
would have studied those particular oratorios when crafting Moisè, these examples show further musical overlap in 
the oratorio and operatic traditions, as well as the composer’s exploitation of the Tonkünstler-Societät’s musical 
forces.   
84 Rice, “Bohemian Composer.” 
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syllable. In this way, the later aria sounds much more modern than the earlier, somewhat 
antiquated piece. 
 
EXAMPLE 16: Kozeluch, Moisè in Egitto: Aria, “Caro figlio questo addio,” mm. 1–15 
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Example 16 continued 
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In addition to the strikingly different musical qualities the arias offer, each one 
contributes a different perspective to the storyline. The first provides Merime’s account of the 
unrest inflicted by the plagues and the aria provides a moral on forgiveness. Here, we are given 
additional information about the story, but the aria does little to advance the plot or provide 
information about Merime’s character. The scena and aria of the second number does not 
mention the plagues at all, but rather focuses on Merime’s psychological dilemma, particularly 
her mixed emotions with regards to Moses and we are given a deeper look at Merime’s 
conflicted, vulnerable character. In this way, the libretto evokes a sentimental feel, which 
contrasts the traditional oratorio aria texts, many of which involve metaphorical comparisons.   
The premiere and revival of Kozeluch’s Moisè took place in entirely different political 
and cultural circumstances; however, much about the performance contexts are similar. The first 
performance was given while Joseph II was Emperor, while the second took place just after his 
death. The singers engaged for the 1787 and 1790 performances of Moisè were all members of 
the Burgtheater opera buffa troupe; however, the cast lists changed markedly over just two years. 
As mentioned previously, Morichelli created Merime in 1787 while Ferrarese took on the role in 
1790. For the 1787 performance, the French soprano Maria Mandini played Aarone, while her 
husband, the Italian bass Stefano Mandini, sang Farone. Both were engaged by Joseph II for the 
new opera buffa company in 1783. Stefano was known for his extensive range and created the 
Count in Figaro; Maria, on the other hand, sang smaller roles (including Marcellina in Figaro) 
but was generally regarded as a poor singer who had an attractive face.85 The Mandini’s were 
released in 1788, and in the 1790 performance, Maria was replaced by the Austrian soprano 
Dorothea Bussani. Bussani created Cherubino in Figaro and Despina in Così fan tutte and 
                                                 
85 As Britomarte in Martín y Soler’s L’arbore di Diana, Maria is said to have sounded like “an enraged 
cat.” Christopher Raeburn and Dorothea Link, “Mandini,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed April 18, 2016. 
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according to Da Ponte, she was very popular with public, especially “cooks, grooms, and 
servants, lackeys, and wigmakers”—the very servant rolls she portrayed.86 Since Maria and 
Bussani were most often given secondary roles, their portrayal of Aarone seems aptly cast. The 
baritone Ignaz Saal sang the 1790 role of the Pharaoh. Little is written about his career, except 
that he made his debut in Munich in 1777 and moved to Vienna in 1782 to work in the 
Burgtheater, where he remained until 1821. He went on to sing the bass part for the premiere of 
Haydn’s Die Schöpfung.87 The lyric tenor Vincenzo Calvesi, engaged in Vienna from 1785 until 
1794, performed the role of Moisè and was the only person to participate in both the premiere 
and revival. He was considered “one of the best tenors from Italy…with a voice naturally sweet, 
pleasant and sonorous.”88      
Kozeluch’s Moisè provides a fascinating case study for how opera buffa forms and 
concepts could function within an oratorio. By adding ensembles and choruses and emphasizing 
additional conflicts among the characters, Kozeluch brushed aside the Metastasian dramatic 
structure and created a work that better coincided with contemporary public taste. Despite their 
musical differences, Ulbrich’s Die Israeliten and Kozeluch’s Moisè are linked thematically by 
their protagonist, Moses. That these works were commissioned during the reign of Joseph II 
suggests potential allegorical connections between the two leaders.     
 
 
 
                                                 
86 Da Ponte seemed to think little of Bussani, claiming that she was “awkward and of little merit.” See 
Raeburn, “Dorothea Bussani,” Grove Music Online, Oxford Music Online, Oxford University Press, accessed April 
18, 2016. 
87 See “Saal Familie,” Österreichisches Musiklexikon, accessed March 16, 2016, 
http://www.musiklexikon.ac.at/ml/musik_S/Saal_Familie.xml 
88 Link and Rice, “Vincenzo Calvesi,” Grove Music Online, Oxford Music Online, Oxford University Press, 
accessed April 18, 2016. 
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PERCEPTIONS OF JOSEPH II AND THE MOSES ALLEGORY 
In Chapter 3, I considered if some of the Society’s early programming could be 
allegorically connected to the Empress Maria Theresa, the organization’s first patron. As seen 
above, the story of Moses plays a unique role in the repertoire of the Tonkünstler-Societät during 
the leadership of Joseph II. Between 1779 and 1790, the Society commissioned two separate 
oratorios on the story of Moses that were performed twice each: the first, by Ulbrich, premiered 
just before Joseph became Emperor, and the last performance, by Kozeluch, was heard just after 
Joseph’s death. As we have seen, in Kozeluch’s setting, Moses is tasked with leading the 
Israelites to freedom and breaking away from his mother and her father, the Pharaoh, who are 
stuck in their antiquated ways and unreceptive to change. This scenario seems strikingly similar 
to the circumstances Joseph faced upon his mother’s death. Could the figure of Moses be a 
metaphor for Joseph II? Using sources written following Joseph’s death as well as musical clues 
in the oratorios themselves, I pursue this potential connection, which has not yet been explored 
in research.  
Throughout his life, Joseph II was likened to a wide cast of characters with drastically 
different personality traits. Some saw him as a hero, such as Trajan, Henry Quatre, and Marcus 
Aurelius, while other likened him to the more infamous villains in history: Nero, Alva, 
Machiavelli, and Oliver Cromwell. 89 After the Emperor’s death, the author Lorenz Hübner 
penned a biography, Josephs des Zweyten, Kaisers der Deutschen, oder Rosen auf dissen Grab, 
published in two volumes in 1790 and 1792. In volume one, he compares Joseph to Moses or a 
Messiah, who brought his people out of slavery and restored their freedom.90  
                                                 
89 Derek Beales, Joseph II, vol. 1: In the Shadow of Maria Theresa, 1741–1780 (London: Cambridge 
University Press, 1987), 5. 
90 “Ihr Thoren ihr! für euch kommt kein Moses, kein Messias wieder. Möchtens eure Enkel würdiger seyn!” 
Hübner was a cleric and Bavarian scholar who worked with the Jesuit order until its abolition when he became a 
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While it remains unclear how widespread the comparison of Joseph II to Moses might 
have been, a number of qualities seen in Moses resonate, too, with Joseph. Two interrelated 
aspects the leaders possess are their roles as lawmakers and reformers. As co-regent, Joseph 
imagined many changes for the Monarchy, and while he did carry a little decisive sway, the 
majority of his ideas were not realized until after his mother’s death. After becoming Emperor, 
Joseph immediately began instituting new policies, averaging 690 edicts a year, while his mother 
had averaged under 100.  In his 1786 Sketch of Vienna, Johann Pezzl remarked that the easy-
going Viennese were indifferent to these changes and that “the Emperor’s unexpected and 
unprepared reforms would not have been received as easily in other countries as they were in 
Austria.”91 From Pezzl we can perhaps infer that until at least around 1786 the Viennese were 
seemingly receptive to Joseph’s ideas, but this would soon change; just before he died, he 
repealed most of the laws he made. 
Another important trait Moses and Joseph share is their role in liberating their people. A 
believer in religious tolerance, Joseph advocated for the rights of the Jews and Protestants well 
before his reign as Emperor and he fought for equality for various minority groups within his 
empire. Joseph “liberated” the court (and himself) from excess through his abandonment of the 
Spanish mantle in favor of a simple dress, and by reducing the number of court celebrated 
holidays. Most importantly, after he became Emperor, he broke from his mother’s antiquated 
ways in hopes of creating an efficient and financially secure empire that was also a major 
European cultural headquarters aside London and Paris. Liberation is a theme for Enlightenment 
                                                                                                                                                             
professor at the Gymnasium of Burghausen. See Hübner, Josephs des Zweyten, Kaisers der Deutschen, oder Rosen 
auf dissen Grab (Salzburg: F. X. Duyle, 1790), 5. See also Franz A. J. Szabo, “Changing Perspectives on the 
‘Revolutionary Emperor’: Joseph II Biographies since 1790,” The Journal of Modern History 83, no. 1 (2011): 111–
138. 
91 Johann Pezzl, Sketch of Vienna (1786–90), in Mozart and Vienna ed. H. C. Robbins Landon (London: 
Thames & Hudson, 1991), 76. 
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figures such as Severin Anton Averdonk, who praised Joseph for protecting his people from the 
darkness of fanaticism. In his Cantata on the Death of Emperor Joseph II, set to music by the 
young Ludwig van Beethoven in 1790, Averdonk’s text includes the following lines: “A monster, 
whose name was Fanaticism, rose from the caverns of Hell, got between the earth and the sun, 
and it was night. Then came Joseph…dragged the frenzied monster down…and crushed it. Then 
mankind rose up into light.”92  
While I was unable to uncover any direct parallels musically connecting Moses to Joseph 
II (as Handel often did in his oratorios, discussed in Chapter 3), several character traits were 
emphasized in the music and text of each oratorio. Both Ulbrich and Kozeluch musically 
expanded upon the themes of liberation and leadership, while also emphasizing the idea of 
Moses (or Joseph) as caretaker. In Die Israeliten, Ulbrich includes Moses in two of the choruses, 
allowing him to musically interact with and “lead” the ensemble. Both of Moses’s arias are by 
far the longest in the oratorio—stretching more than 260 measures each—with elaborately 
notated melodies, allowing Moses’s words to dominate the work. The orchestration of each aria 
also sets Moses apart from the other characters. The first, “Auf dessen Wink die Fluten sich 
geteilt” (“At whose sign the flood waters parted”), exudes royalty as fanfares penned for four 
trumpets, horns, trombones, and timpani are woven throughout the texture. In the second aria, 
“Die sich voll Zuversicht ihm nahn” (“Those who accept him in all confidence”), Ulbrich 
includes an ornate line for a solo cello which at once embellishes and supports Moses’s words. 
Kozeluch’s approach to the character is much the same, through the inclusion of Moses in the 
oratorio’s three ensembles (a duet, trio, and quartet) in addition to his two elaborately written 
arias. The first aria, “Cede il fuor tiranno” (“Tyrannous rage submits”), proclaims that the 
pharaoh and his tyranny will be overcome by divine power, found both in Moses and God. The 
                                                 
92 Beales, 6. 
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use of trumpets heighten the regality of both leaders. In the second aria, “El prova in mezzo al 
core” (“The people feel in their hearts”), Moses’s role as caretaker is texturally emphasized. 
Joseph’s role as caretaker is perhaps best seen through his patronage of the Tonkünstler-
Societät and its concerts. He was one of the groups earliest donors, giving 200 ducats shortly 
after the Society formed. After the restructuring of the Hofkapelle, he ensured the court 
musicians who were also members were taken care of through the court’s 1,800 fl yearly 
payments to the Society for its first ten years. Finally, Joseph frequently attended the Society’s 
academies, where he often made small donations.   
 The Tonkünstler-Societät minutes do not specify why Die Israeliten or Moisè was 
chosen, or if the members saw any connections between Moses and Joseph; however, the Moses 
oratorios were performed at significant moments in the Society’s history and Joseph’s rule. The 
premiere of Ulbrich’s Die Israeliten in 1778 is curious, as it comes two years before Joseph’s 
ascension as Emperor. Perhaps with Maria Theresa’s declining health there was already 
anticipation and excitement for his increased responsibilities and his prospects once upon the 
throne. The revival of Die Israeliten in 1783 marked the Society’s first performance in the 
Burgtheater which, coincidentally, was located within a closer proximity to Joseph’s court at the 
Hofburg. With the Advent premiere of Kozeluch’s Moisè in 1787, the political climate had 
changed drastically with the beginning of Austria’s four-year war with the Turks. Joseph, 
himself, assumed control of the military in 1788 but he did not live to see the end of the war, in 
1792. Perhaps the intent behind Kozeluch’s oratorio was to create public support for the Emperor 
throughout the conflict.93 Following his death in February 1790, the Tonkünstler-Societät 
performed Moisè at its Advent academy, seemingly as a final tribute to the leader. 
                                                 
93 It is worth mentioning that the Pharaoh in Kozeluch’s Moisè has elements musically in common with the 
Turkish character Osmin from Mozart’s Die Entführung aus dem Serail. Both roles are written for bass singers who 
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 Study of the Tonkünstler-Societät’s repertoire alongside cultural and political events or 
leaders offers us a different understanding of the music composed for and commissioned by the 
organization. With this, we can perhaps discern allegorical messages being sent to the audience 
through the composer or Society in support of the Emperor. We may also read these messages as 
the Society’s attempt to gain greater favor with the ruler in hopes of earning more financial 
support. However motivated, such connections allow us to look differently and more deeply at 
the eighteenth-century oratorio and consider the genre’s capability to convey more than just 
moral and spiritual messages.  
 
EPILOGUE: MOZART AND THE TONKÜNSTLER-SOCIETÄT 
When I discuss my work on the Tonkünstler-Societät with others, one of the first 
questions is: Was Mozart a member? The negative answer always surprises people, and perhaps 
rightfully so. Mozart’s relationship with the Tonkünstler-Societät is a puzzle that has spawned 
many important and fruitful inquiries that—more often than not—have left scholars with 
conjectures rather than concrete solutions. In recent decades, much attention has been paid to 
Mozart’s musical relationship with the Society. Irene Brandenburg and Bruce Alan Brown have 
sought to identify the mysterious libretto source for Mozart’s commissioned cantata Davide 
penitente, K. 469.94 Brown has gone on further to contextualize the cantata (in particular, the two 
arias written for the 1785 performance) within the realm of the rapidly changing Viennese taste.95 
                                                                                                                                                             
sing rage arias full of patter-like passages. In this way, perhaps we can see the Pharaoh as representing the Turks 
with which Moses/Joseph was set to battle.  
94 Irene Brandenburg, “Neues zum Text con Mozarts Davide penitente, KV 469,” in Klang-Quellen: 
Festschrift für Ernst Hintermaier zum 65. Geburtstag Symposionsbericht (Munich: Strube, 2010), 209–229. This 
article is translated and shortened in Brandenburg, “Mozart, Davide penitente, and Saverio Mattei,” Newsletter of 
the Mozart Society of America 15, no. 2 (2011): 11–12. 
95 My thanks to Bruce Alan Brown for sharing a copy of his AMS presentation with me. Brown, “Mozart, 
Da Ponte, and the Tradition of Italian Psalm Paraphrases: The Case of Davide penitente, K. 469,” presentation at the 
American Musicological Society Conference, Houston, November 13–16, 2003. 
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Most recently, David Black has shed light on Mozart’s appearances with the Society and has 
suggested that the composer originally hoped to premiere his early oratorio, La Betulia liberata, 
K. 118/74c, but instead provided his cantata Davide penitente, which is a parody of his Mass in 
C minor, K. 427.96 My goal in this section is to position Mozart’s music in the context of the 
Society’s output in the latter half of the eighteenth century, as well as in comparison to the other 
works discussed in this dissertation. These connections reiterate several key points discussed in 
the previous chapters while also foreshadowing aspects of the organization’s future programming 
goals. I begin by tracing these themes in Mozart’s repertoire for the Society, focusing particularly 
on Davide penitente. I will conclude this section by looking into his personal relationship with 
the Society. 
Mozart’s music was heard during approximately six different Society concert series 
between 1781 and 1791, and of these instances, the composer made at least four appearances 
either performing or conducting his own music (Table 20).97 He most often contributed 
symphonies and concerti (in which he most likely performed the solo), and he led the Society’s 
massive orchestra as Battutist during the 1785 academy. 
 
 
 
 
 
                                                 
96 My thanks to David Black for sharing an advance copy of his article with me. David Black, “Mozart’s 
Association with the Tonkünstler-Societät,” Mozart Studies 2 (Cambridge: Cambridge University Press, 2015), 55–
75. 
97 With the overall incompleteness of Society programs (in terms of repertoire titles) and keeping in mind 
that selections could have changed between when the program was printed and the concert night, it is difficult to 
definitively tell each occasion at which Mozart’s music was heard and, importantly, which pieces were heard.  
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TABLE 20: Mozart’s Works Heard at Tonkünstler-Societät Academies, 1781–179198 
April 3, 1781 Mozart: Symphony  
Mozart: Piano Concerto  
December 22, 1783 Mozart: Piano Concerto 
Mozart: Vocal Rondo (repeated on 12/23) 
March 13/15, 1785 Mozart: Davide penitente 
December 23, 1785 Mozart: Piano Concerto 
December 22, 1789 Mozart: Clarinet Quintet 
April 16/17, 1791 Mozart: Symphony 
Paisiello: Fedra (with Mozart aria) 
  
Mozart was first engaged during the Society’s second set of Lenten academies, held in 
early April.99 Writing just days after the concert, he excitedly reported to his father: “I can say 
with truth that I was very well pleased with the Viennese public yesterday, when I played at the 
concert for the widows in the Kärtnerthor Theatre. I had to begin all over again, because there 
was no end to the applause.”100 This performance was important to Mozart both personally and 
professionally. Under the Society’s auspices, Mozart introduced himself as a composer and 
performer to the Viennese public—allowing him to build a prospective clientele and fan 
following for his music, academies, and teaching services.  
Mozart later appeared with the Society as a conductor and composer for the Lent 1785 
academies, and letters suggest that he originally had a different work in mind for the concert: his 
1771 oratorio, La Betulia liberata, which was written for Padua but never performed.101 In a 
1784 letter to his sister Nannerl, he wrote: “I beg Papa not to forget to send me by the next mail 
                                                 
98 The complete contents of these academies are listed in Appendix C. 
99 The year prior, Empress Maria Theresa died and the Society’s Advent academies were canceled for a 
period of mourning. To make up for the lost profits, the Society organized two sets of Lenten academies, on March 
11 and 13 and on April 1 and 3. Mozart only appeared at the April 3 academy. 
100 W. A. Mozart to Leopold, April 4, 1781, in The Letters of Mozart and His Family, 3rd ed., trans. Emily 
Anderson (London: MacMillan Press, 1985), 720. 
101 On settings of La Betulia liberata, see Horst Weber, “Mozart und andere: La Betulia liberata-
Vertonungen im Vergleich,” in Beiträge zur Geschichte des Oratoriums seit Händel: Festschrift Günther Massenkeil 
zum 60. Geburtstag (Bonn: Voggenreiter Verlag, 1986), 151–78; Stanley Sadie “Mozart's ‘Betulia liberata,’” The 
Musical Times 109, no. 1509 (1968): 1015–17; and Sergio Durante, “The Trouble with Betulia liberata,” in Mozart-
Jahrbuch (2012): 227–44.  
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coach what I asked him for. I should be delighted if he could send me my old oratorio ‘La 
Betulia liberata’ too. I have to compose the same oratorio for the Society in Vienna and possibly 
I might use bits of it here and there.”102 Why did Mozart feel he had to revive his old oratorio?  
There is no written request from the Society that the Mozart contribute that particular oratorio 
(though the matter may have been casually discussed and thus undocumented). Mozart may have 
been inspired to revisit and rework his old oratorio following his appearance at the Society’s 
1783 academies, which David Black has suggested, may have featured choruses from Florian 
Gassmann’s oratorio La Betulia liberata.103 As discussed in Chapter 3, La Betulia liberata was 
the first oratorio performed by the Society and entertained performances in 1772 and 1776. We 
should also remember that Gassmann held a court position—something Mozart actively sought. 
Perhaps he thought that reviving his interpretation of the work would invite comparison with the 
elder composer's work, and even surpass it in popularity.104 Recall Dittersdorf’s plan to surpass 
the popularity of Gassmann’s setting with his first oratorio, Ester. One-upping another 
composer’s work would have led to added notoriety for the new composer, more performances, 
and possibly (as Dittersdorf hoped) a court position, which was something Mozart desperately 
desired. 
David Black has uncovered evidence that suggests Mozart did begin reworking his old 
oratorio and perhaps had a copy of the libretto from the Society’s last production of Gassmann’s 
work.105 As seen in Figure 17, a 1776 copy of Gassmann’s libretto (now held at the 
Österreichische Nationalbibliothek) was heavily revised, with the composer’s name and the date 
scratched out. This copy of the libretto was likely in Mozart’s possession and may have been one 
                                                 
102 Mozart to Maria Anna, August 18, 1784, in Anderson, 881. 
103 While Gassmann’s choruses do not appear on the program, Black has pointed out that the Society’s 
inventory indicates that the Society had parts from La Betulia liberata copied. Black, 62n27. 
104 Black also mentions the possibility of a rivalry in Black, 61.  
105 See Black, especially 61–65. 
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of the two copies sold by Constanze Mozart after her husband’s death.106 Notice that someone 
wrote in the year 1785 (the same year Davide penitente premiered) and then, after canceling it, 
wrote 1786. With the revised date, perhaps Mozart still hoped to revise the work for 
performance. The libretto text itself is heavily edited, with evidence of shortened recitatives and 
discarded arias. Black notes that these revisions aim to remove superfluous language and 
reflection, thus strengthening the action.107 Such edits seemingly align with the Society’s goals 
for the oratorio, particularly with respect to the changes to libretti that the organization requested 
of Da Ponte and Porta.108 But revisions were also necessary because Mozart was writing an 
entirely different audience; listeners in Padua likely had different expectations and tastes in 
music.  
                                                 
106 Ibid., 62. Two copies of La Betulia liberata were sold to Johann André in 1800. 
107 Ibid. 
108 This libretto was not among those given to Da Ponte or Porta. 
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FIGURE 16: The Opening Pages of the Revised Copy of La Betulia liberata109  
The above copy of La Betulia liberata was from the Society’s 1776 revival of Gassmann’s work, 
which may have been in Mozart’s possession. Several key elements are crossed out, including the 
date, with the year 1786 (the year after Mozart’s Davide was premiered by the Society) written 
underneath. On the next page, Gassmann’s name is crossed out.  
 
 
In the Society’s first meeting of 1785, the membership recorded that Mozart and the 
composer Vincenzo Righini were being asked to contribute an unspecified number of choruses, 
arias, and recitatives (in essence, a cantata).110 Though Righini declined the invitation, Mozart 
agreed to compose a Psalm for the Lenten concert. A demanding schedule during early 1785 
                                                 
109 A copy of this libretto is held at the Österreichische Nationalbibliothek (A-Wn, Mus. Hs. 4837) and 
digitized on their website.   
110 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle, January 3, 1785, No. 1. 
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prevented Mozart from composing the work he originally intended. During the week Leopold, 
who was visiting, remarks on how busy the family was keeping:  
Your brother made 559 gulden at his concert, which we never 
expected, as he is giving six subscription concerts at the 
Mehlgrube to over 150 people, each of whom pays a souverain 
d’or for the six. Besides, as a favour he has been playing frequently 
at other concerts in the theatre. …We never get to bed before one 
o’clock and I never get up before nine. We lunch at two or half 
past. The weather is horrible. Every day there are concerts; and the 
whole time is given up to teaching, music, composing and so forth. 
I feel rather out of it all. If only the concerts were over! It is 
impossible for me to describe the rush and bustle.111  
 
While upon his arrival in Vienna—as seen later—Mozart spoke excitedly about the 
prospects of working with the Tonkünstler-Societät; here, note that mention of the organization’s 
concerts was in passing, thus suggesting Mozart’s changed economic situation and status as an 
in-demand composer. Now released from his job with Archbishop Colloredo, we see Mozart fill 
the role of entrepreneur in which his own concerts took precedence over concerts for charity. It 
seems curious that Leopold did not mention that his son had contributed a work to the 
Tonkünstler-Societät, which perhaps speaks to the general lack of interest Leopold (and perhaps 
Mozart, as well) had in the work. Rather than producing a new work, he instead supplied the 
Society with a composition that was “completely new to Vienna.” This piece was Davide 
penitente, a cantata with an Italian text, which was essentially a resetting of the first few parts of 
Mozart’s C minor Mass.112  
Davide was part of the Society’s Lent 1785 variety academy series. Mozart, himself, 
opened the concert conducting Haydn’s new D minor symphony (No. 80) and then led the 
                                                 
111 Leopold Mozart to Maria Anna, March 12, 1785, in Anderson, 888–89. 
112 Mozart’s selection of the story Davide penitente recalls an earlier oratorio performed by the Society: 
Ferdinando Bertoni’s David poenitens. The oratorio premiered on Palm Sunday at Venice’s Ospedale dei Medicanti 
in 1775, when the Emperor Joseph II made a surprise appearance. The Tonkünstler-Societät performed the oratorio 
at its Advent academies that same year and it is possible that the repertoire was selected at the suggestion of the 
Emperor.  
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ensemble thorough a series of choruses (including those by Gassmann and Haydn) and operatic 
solos, culminating in the cantata.113 The author of the texts Mozart selected for Davide has been 
a source of speculation in scholarship. No author’s name was listed on the libretto or on the 
program, which is unique given that the librettist typically received top billing. Originally the 
librettist was thought to have been Lorenzo da Ponte; however, Irene Brandenburg identified the 
text in a set of free translations of psalms titled I libri poetici della Bibbia written by the 
Neopolitan poet Saverio Mattei. These texts were popularized by such composers as Marianna 
Martines and Antonio Salieri.114 Mozart’s chosen texts are edited, meaning another person, 
perhaps Da Ponte or the composer himself, had his hands in the work.  
Mozart may have chosen to reset part of his C minor Mass in light of the strict religious 
reforms Joseph II imposed in Vienna (discussed briefly in Chapter 1), which had essentially 
rendered the mass unusable in the church because of its extensive orchestration and melismatic 
vocal solos.115 As seen in Table 21, Mozart drew from the Kyrie and Gloria from his mass in 
setting Davide penitente and added two showpieces written especially for two of Vienna’s most 
popular singers: Valentin Adamberger and Catarina Cavalieri. In addition to the string section, 
the instrumentation calls for full winds, brass, and timpani. Mozart’s cantata is comprised of 
choruses, arias, a duet, a trio and, noticeably, no recitatives. There is no storyline, but rather, each 
text imparts poetic interpretations of scriptures which create the mood of each movement. 
 
 
                                                 
113 A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle, February 11, 1785, No. 5. For the full program, See 
Appendix C.  
114 Black, 67. 
115 See Brown. On the C minor mass, see David Black, “Mozart and the Practice of Sacred Music, 1781–
91” (PhD diss., Harvard University, 2007), 84–126 and Wilfried Fischer, “Mozarts Kantata ‘Davide penitente’ und 
ihr Verhältnis zur C-Mol-Messe,” Wiener Figaro 38 (1970): 1–10.  
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TABLE 21: Comparison of Mass in C Minor and Davide penitente116 
Number Mass in C Minor Movement Type 
 
Davide penitente 
 1 Kyrie chorus; soprano solo Alzai le flebili voci al Signor 
 2 Gloria chorus Cantiam, cantiamo[...] le 
glorie 
 3 Laudamus te soprano aria  Lungi le cure ingrate 
 4 Gratias agimus tibi chorus Sii pur sempre benigno 
 5 Domine Deus soprano duet  Sorgi, o Signore, e spargi i 
tuoi nemici 
 6 New Music tenor aria  A te, fra tanti affanni 
 7 Qui tollis chorus Se vuoi, puniscimi 
 8 New Music soprano aria Tra l'oscure ombre funeste 
 9 Quoniam tu solus 
sanctus 
trio Tutte le mie speranze 
10 Jesu Christe 
Cum Sancto Spiritu 
chorus, s/s/t cadenza  Chi in Dio sol spera 
 
The two added arias are of particular interest as Mozart crafted them in a simple style, in 
that both pieces are relatively short in length and devoid of overly complicated musical 
material—much like the Society’s oratorios performed in the mid-1780s. In keeping with the 
Viennese love of tempests, Mozart incorporates a few stormy elements that correspond with the 
sentiments in the text. In the scoring for the tenor aria, “A te, fra tanti affanni” (“In you, amid 
such tribulation”), the woodwinds come to the forefront, in a texture that sounds like a 
woodwind quintet (including two horns) with string accompaniment. The aria is written in two 
parts: an Andante in 3/4 followed by an Allegro in C. After a short introduction, the tenor enters 
and the wind instruments continue in dialogue with the soloist. The Allegro includes much more 
vocal embellishment, an area in which Adamberger excelled, particularly in his “pliancy, agility, 
and precision.”117 Adamberger’s voice was well-known to Mozart, who crafted the role of 
Belmonte in Die Entführung aus dem Serail for the singer. Although the text of “A te, fra tanti 
                                                 
116 Table derived from Brown. 
117 Thomas Bauman and Paul Corneilson, “Valentin Adamberger,” Grove Music Online, Oxford Music 
Online, Oxford University Press, accessed March 28, 2016. 
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affanni” focuses on God’s ability to know our desires and hear our prayers, especially in times of 
struggle, without knowing the text, one might assume the delicate and simple melody was a love 
song meant for the opera stage. Indeed, the prevalence of the winds and the flowing melodic line 
seem to recall Belmonte’s aria “Ich baue ganz auf deine Stärke” (“Love, only love can now direct 
me”). 
Much like Adamberger’s earlier aria, Cavalieri’s showpiece, “Tra l'oscure ombre funeste” 
(“Among the dark, grievous shadows”), is in a two-part form, beginning with an Andante in 
triple meter (3/8) and ending in an Allegro in duple (4/4). The Andante is written in C minor and 
begins with a short orchestral ritornello, introducing dotted passages, rushing scales, and 
syncopations—all suggestive of a sinister storm. This musical image enhances the text, which 
describes how God will lead those who believe in him through darkness and storms, and 
functions both literally and metaphorically. Cavalieri’s melody is fairly disjunct, jumping to 
opposite ends of her vocal range, which enhances the instability suggested by Mozart’s storm. 
The following Allegro modulates from C minor to C major, suggesting a transformation from 
darkness to light, or frenzy to peace. Here, Cavalieri’s melody moves mostly step-wise, but 
Mozart also pens musical fireworks that showcase her technical prowess, precision, and range—
qualities some of the composers previously mentioned also highlighted.  
Despite Mozart's involvement with the academy, the concert was poorly attended and 
earned the Society little profit. Over both nights, the academy grossed 950 fl, including a 
donation of 50 Kaiserliche ducats (216 fl 40x) from the Emperor.118 There are a number of 
possibilities that might explain what seems like a lukewarm reception. As Daniel Heartz has 
                                                 
118 A-Wsa, Haydn-Verein A 1/34d Akademien 1772–1865, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802.” The account books indicate that the Archduke Franz donated 6 Kaiserliche 
ducats (26 fl). A-Wsa, Haydn-Verein B 5/15, Societäts-Rechnung vom Jahr 1785, 1tes Quartal, von 1st February bis 
ult April 1785, Empfang An extra Einnahm. 
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mentioned, there may have been other social activities that drew audiences away from the 
Tonkünstler-Societät academies.119 A broader look at the Society’s concert attendance around the 
time Davide premiered reveals that the Society may have had difficulty attracting audiences As 
shown previously in Tables 13 and 14 (found in Chapter 2), some of the Society’s least 
successful academies were held between 1782–89. It could be that the Society just experienced a 
temporary lull in ticket sales. Though several of these poorly-attended academies were in the 
same format as Mozart’s (with a cantata and several miscellaneous works), this variety academy 
format became increasingly important to the Society leading into the 1790s (as we will see in 
Chapter 5).  
Davide penitente is often overlooked in Mozart studies and similarly, it was seemingly 
overlooked by the composer as well. As demonstrated previously, Leopold made no mention of it 
in his correspondence, and the entire work—save only the newly-composed arias—is 
surprisingly left out of Mozart’s personal catalogue (Verzeichnüß). Here, he labels the aria entries 
“SocietätsMusique,” clearly indicating the specific, occasional purpose of these particular pieces.     
 
 
 
 
 
 
 
                                                 
119 Heartz, Mozart, Haydn and Early Beethoven: 1781–1802 (New York: W. W. Norton & Co, 2009), 
106.We must also remember (as discussed in Chapter 2), many other factors including the weather, war, and the 
economy could have influenced ticket sales. 
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March 6, 1785: Eine Aria für Adamberger zur SocietätsMusique (An aria for Adamberger for 
SocietätsMusique). “A te, frà tanti affannij”etc. Begleitung (Accompaniment). 2 violins, 2 violas, 
1 flute, 1 oboe, 1 clarinet, 1 bassoon, 2 horn, and basso. 
 
 
March 11, 1785: Eine Aria für Cavaglieri zur SocietätsMusique (An aria for Cavalieri for 
SocietätsMusique). “Tra l'oscure ombre funeste” etc. Begleitung (Accompaniment). 2 violins, 2 
violas, 1 flute, 2 oboes,  2 bassoons, 2 horns, and basso. 
 
FIGURE 17: Entries for the Davide penitente Arias in Mozart’s Verzeichnüß120 
 
That Mozart did not include the cantata in his work log but did document these two arias implies 
that the composer was ambivalent about the work and its success. But why would he accept the 
commission if he cared little about the work and if he was to receive no compensation? In part, 
he likely felt obliged to honor the Society’s request and, as he said upon his 1781 arrival in 
Vienna: “No virtuoso who has any love for his neighbour, refuses to give his services, if the 
Society asks him to do so.”121  Mozart must have also anticipated that participation in the 
Society’s academies might lead to more employment opportunities or attract audiences for his 
own concerts or opera performances. Some of the wealthiest members of Viennese society 
                                                 
120 Mozart's Thematic Catalogue: A Facsimile, British Library, Stefan Zweig MS 63, ed. Alan Tyson and 
Albi Rosenthal (Ithaca: Cornell University Press, 1990). 
121 Mozart to Leopold, March 24, 1781, in Anderson, 718. 
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attended the Tonkünstler-Societät academies and Mozart perhaps hoped they would hire him to 
perform in salons, commission a new composition, or employ his services as a teacher. It was 
precisely for these reasons that Mozart was initially attracted to the opportunities and 
possibilities collaboration with the Society offered. 
Mozart was engaged by the Society almost immediately after his March 16 arrival in 
Vienna, and he wrote excitedly to his father about the Society’s academies, remarking on the 
performance opportunities for oratorios during Lent. In an almost bewildered tone, he described 
the acclaim earned by the Tonkünstler-Societät and its marvelous musical productions. In this 
letter, dated March 24, 1781, he writes: 
Oh, had I but known that I should be in Vienna during Lent, I 
would have written a short oratorio and produced it in the theatre 
for my benefit, as they all do here. I could easily have written it 
beforehand, for I know all the voices. How gladly would I give a 
public concert, as is the custom here. But I know for certain that I 
should never get permission to do so—for just listen to this! You 
know that there is a society in Vienna which gives concerts for the 
benefit of the widows of musicians, at which every professional 
musician plays gratis. The orchestra is a hundred and eighty strong. 
No virtuoso who has any love for his neighbour, refuses to give his 
services, if the society asks him to do so. Besides, in this way he 
can win the favour both of the Emperor and of the public. Starzer 
was commissioned to invite me and I agreed at once, adding, 
however, that I must first obtain the consent of my Prince, which I 
had not the slightest doubt that he would give—as it was a matter 
of charity, or at any rate a good work, for which I should get no 
fee.122  
 
As Mozart suggests, appearing at such concerts was crucial for any new musician or 
composer in town, as such occasions served as an introduction to audiences and potential 
                                                 
122 Mozart goes on to remark that the Prince Archbishop Colloredo (or “arch-booby”) would permit him to 
play for charity but not for personal profit, to the chagrin of the nobles in town. Mozart to Leopold, March 24, 1781, 
in Anderson, 718. 
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patrons. Appearing before the Emperor was especially important if one hoped to secure a 
position with the court.  
But it was not enough for the young composer to simply perform at Society academies—
he wanted to enjoy the benefits of belonging to the organization, as well. As we saw in Chapter 
1, however, Mozart’s membership was denied because he was unable to produce a baptismal 
certificate which was required of all Society members. Though it is perfectly reasonable that the 
Society would uphold its rules, it is curious that the organization (knowing the audience 
following Mozart could potentially attract at academies) did not work with the composer to settle 
on a different solution. Perhaps there were other reasons that the organization was cautious in 
considering Mozart’s application. H. C. Robbins Landon has suggested that with Haydn’s 
employment application (also discussed in Chapter 1), the membership was threatened by the 
composer’s popularity. The same might be true for Mozart, who was well-known as a performer 
in private circles and was a rising star in the opera world. While, on the one hand, Mozart’s 
membership might have produced more works composed specifically for the organization, it 
could have also meant more job opportunities for Mozart and fewer for other Society members. 
As many of the Society’s members were employed through some sort of court, church, or 
chamber patronage where they received a salary, it is also possible that the members were 
concerned that Mozart—as a freelance musician—would not always be able to make the required 
payments on time. Evidently, the fact that her husband was not a member of the Tonkünstler-
Societät did not matter to his widow Constanze, who applied for financial support in 1792 but 
was denied.123 Mozart’s membership process, as well as Haydn’s experience a few years before, 
further reinforces the exclusivity of the Society and the rigorous stipulations it upheld.  
 
                                                 
123 A-Wsa Haydn-Verein A 2/1, Sitzungsprotokolle: March 29, 1792, No. 4. 
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+++ 
In examining the Tonkünstler-Societät’s repertoire selections into and through the 1780s, 
we can detect a reconsideration of the conventional oratorio format and an exploration of new 
ways to update the seemingly antiquated genre. In an endeavor to capture and increase audience 
appeal, the Society implemented a number of changes to the content and structure of the oratorio. 
Playing on the Viennese love of storms, all of the composers mentioned in this chapter integrated 
storm movements to satisfy the audience members craving the tempestuous and terrifying. But 
the Society also encouraged broader changes to the overall format of the genre, through 
performing German-texted works, dividing the oratorio over the course of two nights, and 
reconfiguring the conventional structure to resemble that of the opera buffa. Despite the 
Society’s efforts, none of these options offered a lasting solution to the problems, especially 
concerning what the Society perceived was the genre’s main shortcoming—its length. To combat 
this in the 1790s, the Society instead turned to variety programs in a similar format as the 1785 
academy featuring Mozart’s Davide penitente. By 1791, the organization was regularly 
performing variety programs that included cantatas, concertos, arias, choruses, and symphonies, 
rather than lengthy oratorios, in hopes of maintaining a large, entertained audience and 
increasing its funds to benefit the families of its members.   
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CHAPTER 5: VARIETY AND DECLINE, 1791–1798 
 
 
Following Joseph II’s death, the Monarchy was headed by his brother Leopold II, from 
1790 to 1792, and nephew Francis, from 1792 to 1835. This period was consumed by political 
and social unrest due to the French Revolutionary Wars (1792–1802), which resulted in the 
French occupation of parts of Austria (beginning in 1792), the Napoleonic Wars (1803–1815), 
and the fall of the Holy Roman Empire (1806). As the political and social climate was changing, 
so too was Vienna’s musical life. After the revival of Kozeluch’s Moisè in Egitto 1791, the 
Tonkünstler-Societät commissioned fewer oratorios, suggesting a decline in the preference for 
the genre it had once so enthusiastically embraced, and instead programmed variety concerts, 
often featuring cantatas. In particular, the year 1796 was musically significant for the Society as 
several key events influenced its repertoire selections. In March it celebrated its twenty-fifth 
anniversary with Antonio Salieri’s allegorical cantata, La Riconoschenza (“Gratitude”). But by 
December, the celebratory mood had subsided and the threat of war was in the air. The Society’s 
winter academies reflect this altered social atmosphere with the performance of Franz Xavier 
Süssmayr’s political cantata Der Retter in Gefahr (“The Rescuer in Danger”). 
I begin this chapter by discussing some of the reasons that might have prompted the 
Society’s reluctance to continue commissioning oratorios—a notion I further support through an 
investigation of the repertoire performed and written statements from members, including Paul 
Wranitzky. I then consider specific pieces performed during the 1790s, paying careful attention 
to their significance in the Society’s history and their popular appeal. Though the Society began 
hosting variety academies in the 1770s, by the 1790s such programs were given with increased 
frequency. I provide a brief overview of these concerts before moving on to consider the two 
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cantatas mentioned above, La Riconoschenza and Der Retter in Gefahr, which provide us with a 
new perspective on the Society’s programming leading into the nineteenth century. 
 
 
1791–1798: A SHIFT IN TASTE AND REPERTOIRE 
  
Though early on the Tonkünstler-Societät had built a musical reputation on its cultivation 
of the oratorio, the organization’s interest in the genre began to decline during the 1790s as it 
commissioned surprisingly few such works. As seen previously, the Society explored several 
ways to revive the oratorio by making performances shorter and more captivating, such as by 
performing a single oratorio over the course of two days or attempting to replicate aspects of the 
popular operatic styles. These experiments were evidently met with little success, prompting the 
Society to reconsider the oratorio genre in general. In 1796, Society Secretary Paul Wranitzky 
acknowledged this shift in taste, arguing that the oratorio was falling out of favor with audiences 
and that the Society would do better to program academies featuring shorter, miscellaneous 
works. While this discussion dates from the latter half of the decade, it is plausible that these 
thoughts persisted throughout the 1790s and perhaps earlier. Wranitzky writes: 
[It] is my opinion that each academy should create remarkable 
productions in order to provide things [pieces] with novelty and 
charm. Oratorios, when they are not composed by great masters 
who are currently in favor or a public favorite, can bore most of the 
audience. The audience loves many singers, many singing things, 
good concertos, good symphonies, and popular opera pieces and so 
I hope to please the audience and provide a good revenue for our 
widows.1 
                                                 
1 “9tens und letztens wäre meine Meÿnung, daß man beÿ jeder Akademie was aufallendes produziren sollte, 
um der Sache den Reiz der Neüheit zu geben. Oratorien, wenn sie nicht von besonders grossen Meistern sind, die 
eben im Flor, und Lieblinge des Publikums sind, machen den meisten Zuhörern lange Weile. Viel Sänger, und viel 
singende Sachen liebt das Publikum gute Concerten, gute Symphonien, beliebte Stücke aus den Opern mitunter, und 
so hofe ich den Publikum ein Vergnügen unseren Wittwen gut Einahme zu Verschafen.” A-Wsa, Haydn-Verein B 
2/1, Sitzungsprotokolle: February 18, 1796, No. 5. 
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As a solution to the problems that Wranitzky mentions, the Society hosted what I term as 
“variety academies,” which featured symphonies, choruses, concertos, arias, and often cantatas, 
the last of which served as the centerpiece of the program.2 Such miscellaneous concerts were 
akin to the virtuoso concerts held in theaters during Lent and Advent. As seen below, between 
1791 and 1798, the majority of the Society’s academies were variety programs and many 
featured cantatas. This shift in the Society’s programming can be seen in the length of the vocal 
works it performed, but could also be seen in the subject matter of the repertoire selected.  
 
TABLE 22: Tonkünstler-Societät Academies, 1791–1798 
  
Date Work(s) Source (if applicable) 
1791 April 16, 17 Variety with selections from Johann 
Paisiello’s Fedra 
Secular; Greek mythology 
December No Concerts – Singer illness  
1792 April 15, 16  Variety works  
Dec. 223  Joseph Weigl: Venere e Adone Secular; Ovid 
1793 March 23, 24 Joseph Weigl: Venere e Adone Secular; Ovid 
Dec. 22, 23 Variety works  
1794 April 12, 13 Variety works  
Dec. 22, 23 Joseph Eybler: Die Hirten bei der 
Krippe zu Bethlehem 
Sacred, Christmas Oratorio 
(Weihnachtsoratorium) 
1795 March 29, 30 Antonio Casimir Cartellieri: Gios, re 
de Giuda 
Sacred Oratorio 
Dec. 22, 23 Variety works  
1796 March 20, 21 Antonio Salieri: La Riconoschenza 
and Peter Winter: Timotheus, oder die 
Gewalt der Musik 
Secular; Salieri—allegorical 
celebration cantata; Winter—
ode by John Dryden (?)4 
Dec. 22, 23 Franz Xavier Süssmayr: Der Retter in 
Gefahr 
Secular; Patriotic cantata 
                                                 
2 Stefan Franz uses the phrase “Ein gemischtes Concert” to refer to these academies. A-Wsa, Haydn-Verein 
A 1/3a, Akademien 1772–1865, “Ausweis der bey den Societaets Accademien von Anno 1772 bis 1844 aufgeführten 
Stücke, samt der Brutto und Netto Einahme und der sämtlichen Ausgaben.” For each pair of academies, the Society 
listed the concert program(s) in its meeting minutes. These early concert plans largely resembled the final version 
found on the playbill, though occasionally different works were substituted, the performance order changed, or 
alternate soloists were engaged. It is worth restating, however, that between the printing of the program and the 
performance on the stage, repertoire, ordering, and personnel might have changed again.  
3 The December 23 academy was cancelled due to an ill singer. 
4 The Winter cantata likely uses the same text (but a German translation) as Handel’s Alexander’s Feast 
(based on the ode, Alexander's Feast, or the Power of Music by John Dryden). New Grove does not include Winter’s 
German setting of this work in his works list, but does list an Italian setting as being performed in 1810. 
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Table 22 continued 
1797 April 9. 10 Peter Winter: Timotheus Secular— ode by John 
Dryden (?) 
Dec. 22, 23 Variety works  
1798 April 1, 2 Joseph Haydn:  Die sieben letzten 
Worte  
Sacred 
Dec. 22, 23 Variety works; Ettore Romagnoli 
cantata 
Sacred; Psalms?5 
 
As seen in Table 22, most of the works performed by the Society in the 1790s were 
secular in theme—including several of the cantatas and the opera showpieces sung at other 
variety concerts.6 The Society programmed only two oratorios, Antonio Casimir Cartellieri’s 
Gios, re de Giuda and Joseph Eybler’s Die Hirten bei der Krippe zu Bethlehem, during this 
timeframe. Much like Carl Ditters von Dittersdorf’s oratorio a decade earlier, Cartellieri’s work 
premiered over the course of two nights.7 Eybler’s Weihnachtsoratorium is unique as it is the 
only Christmas-themed work that the Society commissioned, thus clearly linking the story with 
the Advent season. Despite its designation as an “oratorio,” the entire work probably lasted 
approximately seventy minutes, which is much shorter than the oratorios the Society typically 
performed.8  
                                                 
5 John A. Rice speculates that these works were Ettore Romagnoli’s Psalms 45 and 46. See Rice, Empress 
Marie Therese and Music at the Viennese Court, 1792–1807 (Cambridge: Cambridge University Press, 2003), 173. 
6 Here, I indicate only the titles of the cantatas performed. For a full list of the repertoire featured at the 
variety academies, see Appendix C. 
7 In between acts of the Cartellieri oratorio, Beethoven played a piano concerto, which marked his debut in 
the Viennese public concert scene. There is still much scholarly debate over whether this was his Piano Concerto 
No. 1, Op. 15 in C Major or his Piano Concerto No. 2, Op. 19 in B-flat Major. See Alexander Thayer, Thayer’s Life 
of Beethoven, 3rd ed., ed. Elliot Forbes (Princeton: Princeton University Press, 1973), 173–74; Barry Cooper, 
Beethoven and the Creative Process (New York: Oxford University Press, 1990), 283–303, especially 294–95; and 
Steblin, “Beethoven Mentions in Documents of the Viennese Tonkünstler-Societät, 1795 to 1824,” in Bonner 
Beethoven-Studien 10 (2012): 139–88. 
8 The liner notes for the 1999 CD recording of Die Hirten bei der Krippe zu Bethlehem, recorded under the 
baton of Wolfgang Helbich, suggest that the work was first composed as an oratorio and state that the score is dated 
1784. Later, the work was arranged into a cantata—presumably for the Tonkünstler-Societät in 1794. I was unable to 
confirm or deny this claim. The recording subtitles the work “Christmas Oratorio” with the date 1794, and the music 
was transcribed from the manuscript at the Österreichische Nationalbibliothek, suggesting that this version would 
have been the one heard at the Society’s concerts. It is interesting to note that the brass and timpani parts for the final 
chorus of the first part and the entire second part of the work are missing, so Helbich wrote new parts. See Joseph 
Eybler, Die Hirten bei der Krippe zu Bethlehem, conducted by Wolfgang Helbich, CPO compact disc 999 667-2.  
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 The preference for secular works is alluded to by Wranitzky (who mentions that 
audiences preferred popular operatic pieces), and while the cantatas might not have an explicit 
sacred connection, it is likely they contained a moral or uplifting message for audiences. As seen 
in the table above, a number of the works take on politically-charged themes.9 Of the cantatas 
performed, only a few were written specifically for the Society and were most likely chosen for 
their popularity with the Viennese public or Imperial family. For example, Joseph Weigl’s Venere 
e Adone (performed by the Society in 1792/3) was commissioned by the Esterházy family in 
1791 and performed in Esterháza to celebrate the installation of Prince Anton; this acclaimed 
performance was mentioned in the Wiener Zeitung and attended by the future emperor, Franz.10  
Vienna was not the only European city in which the oratorio was met with a lukewarm 
reception. Simon McVeigh reports that in London, support for the oratorio concert series began 
to decline in the 1780s and would have died if not for the Handel Commemorations.11 Here, too, 
it seems taste was a factor, as a reporter for The Public Advisor observed, “the House to the 
Disgrace of our idle People, was very indifferent indeed,” after a 1784 performance of George 
Frideric Handel’s masque/serenata, Acis and Galatea at Drury Lane.12 By the 1790s, the ticket 
prices for the oratorio series had drastically declined (aside from a brief attempt by the Concert 
of Ancient Music to offer Handel’s oratorios at full price) and amateur singers were often 
engaged for performances, suggesting concert organizers were less concerned with skill and 
                                                 
9 Of the works listed below, Rita Steblin identifies the Eybler, Winter, and Süssmayr as being patriotic 
pieces. See Steblin, “Who Commissioned Schubert’s Oratorio Lazarus? A Solution to a Mystery?” Schubert: 
Perspektiven 9, no. 2 (2009): 161.  
10 See Rice, “The Operatic Culture at the Court of Emperor Leopold II and its Connection to Mozart's La 
Clemenza di Tito,” Presentation at the conference “La clemenza di Tito and Mozartian Aesthetics,” at the Kungliga 
Myntkabinettet, Stockholm, 24–27 August 2013, organized by the Nordic Network for Early Opera, accessed 
January 14, 2016, https://sites.google.com/site/johnaricecv/.  
11 Simon McVeigh, Concert Life in London from Mozart to Haydn (Cambridge: Cambridge University 
Press, 1993), 31–32. 
12 Ibid., 31. 
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more so on affordability when planning such events.13 Similarly, it is likely that oratorio 
productions would have died in Vienna without the Society’s premiere of Haydn’s Die Schöpfung 
(1799), which resulted in some of the organization’s largest crowds and highest grossing 
performances into the nineteenth century. 
 
 
FORMAT OF A VARIETY CONCERT 
 
The Society began hosting occasional variety academies in 1777, and by 1787 programs 
of this format were performed at least one each year.14 There were many practical reasons for 
scheduling variety concerts, in terms of both the repertoire selected and the performers engaged. 
If an oratorio performance fell through, with enough notice the Society could easily and quickly 
put together a variety program in its place without having to cancel the entire event. Variety 
academies were some of the least expensive concerts for the academy to produce, as they did not 
normally result in the immense copyist fees that accrued with the oratorio productions. For 
example, the Society paid more than 180 fl in copyist fees for the 1775 performance of Haydn’s 
Il ritorno di Tobia, while the 1782 variety academy required just over 60 fl in copyist fees.15  
Variety academies also allowed the Society to showcase more of the talents of its 
members in their roles as performers and composers. In addition to performing in the orchestra 
and chorus, Society members were also featured as vocal and instrumental soloists, thus bringing 
attention not only to each musician’s talents but also to the Society’s reputation as an emblem of 
good musicianship and taste. Local and traveling musicians who were non-members were also 
                                                 
13 McVeigh, 32. 
14 The exception to this was the year 1790, when the Society hosted only one concert as the nation was in 
mourning following Joseph II’s death. 
15 The copyist fees are found in the yearly reports A-Wsa, Haydn-Verein B 5/1–28, Jahresrechnungen, and 
also in A-Wsa, Haydn-Verein A 3/1, Beilagen, 1771–1800, “Rechnungs Ertrakt [Extrakt] Vom Ersten Quartal 1772 
bis erstes Quartal 1794 wodurch aus gewiesen wird, was von Entstehung der großen musikalischen Sozietäts 
Akademien die Copiatur betragen hat.” 
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engaged by the Society for performances at variety academies. The most popular vocalists at 
Vienna’s theaters were regularly featured in these performances, and celebrated instrumentalists, 
including Wolfgang Amadeus Mozart, Ludwig van Beethoven, Dittersdorf, and the brothers 
Anton and Joseph Stadler, made appearances. The popularity of such high profile performers no 
doubt enticed concertgoers. The Society also seemed interested in engaging children for 
performances. The violinist Anna Payer (discussed in Chapter 3), ten-year-old pianist Cäsar 
Scheidl, and thirteen-year-old violinist Franz Clement all performed under the Society’s 
auspices. It could be that the Society was interested in fostering new talent, or the membership 
hoped to profit off of the novelty of young performers.  
One difficulty in analyzing variety programs is the absence of specific titles on the 
playbill for some of the works performed, such as symphonies and arias, which allowed the 
performers and ensemble to change their repertoire selection up until the last minute. As seen in 
the program below, most of the pieces performed are not fully identified, including the 
symphony by Paul Wranitzky, the chorus by Handel, the duo concerto played by Anton 
Wranitzky and Anton Kraft, and the vocal quartet by Vincenzo Righini (Figure 18). In 
performing variety academies, the Society could also compile a list of crowd-pleasing repertoire 
or works that the ensemble was particularly familiar with that would both attract audiences and 
require little rehearsal time.  
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FIGURE 18: Advent 1797 Playbill16 
The above playbill is from the Society’s December 1797 academies, which features music from 
Franz Xavier Süssmayr’s Der Retter in Gefahr and Beethoven’s Variations from Don Giovanni 
for two oboes and an English horn.  
                                                 
16 All programs used in this chapter were photographed from the Hoftheater-Zettel, 773.042-D, held at the 
Theatersammlung of the Österreichischen Nationalbibliothek. 
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 The variety concerts also comprised some of the most and the least profitable academies 
for the Society. Particularly profitable were the December 1796 academies, which included 
Süssmayr’s patriotic cantata Der Retter in Gefahr and earned a handsome sum, grossing nearly 
2,600. The least lucrative variety academy was held in April 1789 and featured the “best 
numbers” from Dittersdorf’s oratorio Giob, earning a mere 722 fl. The poor reception could be in 
part due to the choice of repertoire, but it could have also been due to a change in the political 
and economic climate with several looming battles, the military consequences of the French 
Revolution. With costly wars on the horizon, meaning limited supplies of necessary goods, 
perhaps concertgoers wanted to save their money. A study of the repertoire does not immediately 
indicate why some concerts were more or less popular than others. Some of the least profitable 
concerts included performances and/or works by Vienna’s most popular musicians and 
composers, including Mozart, Haydn, Salieri, Gluck, and Dittersdorf, suggesting that reputation 
of a composer or work did not ensure a concert would be well attended. A look at the concert 
dates, however, reveals that these income trends might have more to do with timing than with 
repertoire; it appears that the least successful variety concerts were held during the 1780s while 
the most successful were during the 1790s, strengthening Wranitzky’s claim that late eighteenth-
century audiences were more interested in miscellaneous concerts. 
 Of the composers represented at the variety concerts, Haydn and Handel were by far the 
most popular. The Society often performed Haydn’s symphonies (a particular favorite was the 
Andante of Symphony No. 94, “Surprise”) and choruses from Il ritorno de Tobia and The Storm. 
In December 1793, the Society structured its academy around compositions by Haydn, as seen in 
the program below:  
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TABLE 23: December 1793 Concerts 
December 22, 23, 1793 
1.  Joseph Haydn    Symphony 
2.  (12/22) Unknown   Aria      
 Soloist: Therese Gassmann (Rosenbaum) 
     (12/23) Unknown   Aria     
 Soloist: Vincenzo Maffoli  
3.  Joseph Haydn    Chorus with German text  
4.  Joseph Haydn    Symphony 
5.  (12/22) Unknown   Violin Concerto   
 Soloist: Heinrich Eppinger 
     (12/23) Joseph Went   Trio for two oboes and  
     English horn    
 Soloists: Johann, Franz, and Philipp Mathias Teimer  
6.  Joseph Haydn    Chorus with Italian text 
7.  Joseph Haydn    Symphony 
 
Directors: Anton Hoffmann (violin), Joseph Weigl (clavier), Joseph 
Haydn (batutta) 
 
Haydn had just returned from his second trip to London, and the Society noted that: “the 
symphonies and the choruses were completed in England by Herr Haydn, who has graciously 
assumed the direction of the orchestra.”17 Haydn’s return from London as an international 
celebrity was almost certainly the impetus for this concert, and in just three years the Society 
would mend ties with the composer, making him an honorary member. The box office reports for 
the December 22 and 23, 1793 concert series are missing, but according to Stefan Franz’s total, 
the Society grossed nearly 1,900.18  
The emergence of Handel’s music in late eighteenth-century Vienna is largely attributed 
to Baron Gottfried van Swieten. Scholars have considered that his passion for the late master’s 
music may have influenced the Tonkünstler-Societät repertoire.19 Indeed, after van Swieten’s 
                                                 
17 A-Wgm 11678/Programme. 
18 For more on academy income and expenses, see Appendix D. 
19 See Theresa M. Neff, “Baron van Swieten and Late Eighteenth-Century Musical Culture” (Ph.D. diss., 
Boston University, 1998), 47. 
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move to Vienna in 1777, the Society began incorporating Handel choruses into many of its 
variety programs and even performed his German translation of Judas Maccabeus in 1779. In 
1778, the Society performed its first Handel works: three grand choruses.20 This program also 
included a “new great symphony” written by a high person of rank (“einer hohen 
Standesperson”). Though there is no clear attribution on the program, the meeting minutes from 
September 30, 1778 name van Swieten as the composer.21 Despite combing through the Society’s 
meeting minutes, box office receipts, and account books I was unable to find documentation of 
any further connection between the Society and van Swieten, but that does not mean one did not 
exist. It is highly likely he attended some of the academies, especially given his interest in the 
oratorios of Handel and Haydn. 
While most variety academies demonstrated a balance between vocal and instrumental 
works, the variety academies on December 22 and 23, 1795 were unique for their focus on vocal 
genres and the emphasis on the soprano Marianne Sessi (Table 24).   
 
 
 
 
 
 
 
                                                 
20 According to the Society’s inventory, compiled by Stefan Franz in 1839, the Society owned a number of 
choruses by Handel, including “Fermo sul trono adamantin,” “Tutti si lasciano concerti,” and “Il sacro trono tutto 
allor,” all from the oratorio Samson (1742). Also listed was Acis and Galatea (1718) and the Te Deum in D 
“Utrecht” (1713), which the Society could have extracted choruses from. My sincere thanks to David Black for 
sharing his photographs of the inventory with me. The document is located at A-Wsa Haydn-Verein B 1/11. 
21 See A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: September 30, 1778, No. 29 and A-Wgm, 
11678/Programme. 
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TABLE 24: December 1795 Concerts 
December 22, 1795 
1. Paul Wranitzky    Symphony 
2. Vincenzo Righini    Aria 
 Soloist: Therese Gassmann (Rosenbaum) 
3. Giuseppe Sarti    Aria 
 Soloist: Magdalena Willmann 
4. G. Stengel   Aria 
 Soloist: G. Stengel 
5. Gaetano Pugnani   Cavatina 
 Soloist: Marianne Sessi  
6. Johann Paisiello    Vocal Trio   
 Soloist: Marianne Sessi, Magdalena Willmann, Giuseppe Viganomi 
7. George Frideric Handel   Chorus 
8. Giovanni Battista Viotti    Double Violin Trio  
 Soloists: Zeno Franz Menzl and Peter Fuchs [Fux] 
9. [Antonio?] Sacchini    Chorus 
10. Antonio Salieri    Vocal Rondo  
 Soloist: Marianne Sessi 
11. Niccolò Antonio Zingarelli    Quintet    
 Soloists: Marianne Sessi, Magdalena Willmann, Therese Gassmann 
 (Rosenbaum), Anna Gassmann, Giuseppe Viganoni 
12. Joseph Haydn      Chorus 
December 23, 1795 
1. Paul Wranitzky     Symphony 
2. Antonio Salieri     Aria with oboe 
  Soloists: Therese Gassmann and Joseph Czerwenka 
3. Niccolò Antonio Zingarelli    Rondo 
  Soloist: Magdalena Willmann 
4. Johann Paisiello    Rondo  
 Soloist: G. Stengel 
5. Joseph Weigl   Rondo 
 Soloist: Marianne Sessi 
6. Johann Paisiello    Vocal Trio   
 Soloist: Marianne Sessi, Magdalena Willmann, Giuseppe Viganomi 
7. George Frideric Handel    Chorus 
8. Philipp Schindlöcker    Cello Concerto 
  Soloist: Joseph Kremer  
9. [Antonio?] Sacchini     Chorus 
10. Gaetano Pugnani    Cavatina 
  Soloist: Marianne Sessi, who accompanied herself 
11. Niccolò Antonio Zingarelli    Quintet   
  Soloists: Marianne Sessi, Magdalena Willmann, Therese Gassmann, 
  Anna Gassmann, Giuseppe Viganoni 
12. Joseph Haydn      Chorus 
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Sessi regularly sang in Vienna from 1793 until approximately 1796.22 She was known for her 
“agile coloratura” and was recognized for her performances in Mozart, Zingarelli, and Johann 
Simon Mayr operas.23 A reporter for the Allgemeine Musikalische Zeitung in 1804 wrote that: 
“on the whole, Mad. Sessi belongs among those darlings of a generous nature, from whom it 
takes little effort to dazzle in the type of brilliance which can never be attained through artifice 
alone.”24 Prior to this time, Catarina Cavalieri and Adriana Ferrarese were the sopranos most 
frequently engaged by the Society; however, neither sang in more than three numbers per 
concert. Also unique is the fact that Sessi accompanied herself on the guitar for the cavatina by 
Gaetano Pugnani, showing a level of competency in both sung and instrumental music. Sessi’s 
prominence on this program does not seem coincidental and illustrates the Society using specific 
performers to attract audiences. 
 Overall, the variety academies served a practical function in the Society’s musical 
programming, by enabling the organization to put on relatively inexpensive concerts that would 
be popular with audiences. By programming several short works in the program, the Society 
abandoned the oratorio in favor of works that would captivate audiences and offer a change in 
pace from the seemingly monotonous oratorio. In addition to the miscellaneous works, the 
Society often commissioned and produced cantatas that served as the centerpieces of the variety 
academies. As indicated above, the two cantatas featured during the 1796 season stand out for 
their connections to current events and for their popularity with Viennese audiences. The first, 
Salieri’s La Riconoscenza, is an allegorical cantata that reflects on the Society’s foundation for 
                                                 
22 In Chapter 4 of her dissertation, Carol Alberecht’s extensive footnotes 32 (p. 214) and 58 (p. 229) 
provide detailed information about the Sessi family. See Carol Padgham Albrecht, “Music in Public Life: Viennese 
Reports from the Allgemeine Musikalische Zeitung, 1798–1804” (PhD diss., Kent State University, 2008).  
 23 David Cummings, “Marianna Sessi,” Grove Music Online, Oxford Music Online, Oxford University 
Press, accessed November 18, 2015.  
24 Translated in Alberecht, 214. 
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the occasion of its twenty-fifth anniversary. The second, Süssmayr’s political cantata Der Retter 
in Gefahr, reflects the optimism and faith of the Viennese as Napoleon’s French forces 
approached. It, too, contains strong allegorical connections in the way it praises the Emperor 
Franz for his bravery as the battle draws near. With these performances, we see the Society 
exploring a genre that is akin to the oratorio, but often much shorter, and perhaps more likely to 
align with audience taste. 
 
1796: LA RICONOSCENZA BY ANTONIO SALIERI 
At its Lent 1796 academy the Society celebrated its twenty-fifth anniversary with a 
cantata specifically linked to the event. To capture this exciting occasion, the Society’s Vice 
President Antonio Salieri composed a short cantata titled La Riconoscenza. Considering Salieri’s 
relationship with the Society’s founder, Florian Gassmann, and his role as a court employee, it is 
absolutely fitting that he would contribute this work. 
Though Salieri (1750–1825) played a key role in composing Italian operas at the 
Viennese court, he also had an extremely influential role in the executive decisions made by the 
Tonkünstler-Societät through the turn of the century. An orphan living in Venice, Salieri moved 
to Vienna in 1766 to begin work as a student apprentice to Gassmann, chamber music composer 
to the Habsburg court and future founder of the Tonkünstler-Societät.25 In Gassmann, Salieri 
found a father-figure and an ardent supporter; Gassmann arranged rigorous musical studies for 
his protégé and organized introductions with the Emperor Joseph II. Upon his teacher’s death in 
1774, Salieri was appointed Kammer-Kompositor and music director for the court theaters, a 
position he held before assuming the role of Hofkapellmeister in 1788.  
                                                 
25 See Rice, Antonio Salieri and Viennese Opera (Chicago: University of Chicago Press, 1998), 15–20. 
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Salieri’s relationship with the Society is first documented in 1777, when he wrote and 
directed his oratorio La Passione di Gesù Cristo for the Advent concerts. Attracting more than 
2,000 audience members, the oratorio seems to have been well liked, based on an anonymous 
poem (quoted at the beginning of this dissertation) that was published in the Konstanzisches 
Wochenblatt. In 1780 he applied for membership26 and quickly became involved in the Society’s 
activities, being elected as an assessor in 1781 and directing numerous academy productions.27 
Upon Kapellmeister Giuseppe Bonno’s death in 1788, Salieri served as the Society’s president 
from 1788 until 1795 and as vice president from 1795 until 1824.28 Salieri was likely one of the 
Society’s most senior members, as he was present at both the twenty-fifth (1796) and fiftieth 
(1821) anniversary celebrations for the organization. At his death in 1825, he bequeathed to the 
Society his music manuscripts and the gold medal and chain he received for his fifty years of 
service to the Habsburg court.29  
To commemorate the twenty-fifth anniversary of the Society’s inception, Salieri wrote “a 
short new allegorical cantata” (“eine kurze neue allegorische Kantate”) in Italian, titled La 
Riconoscenza, which translates as “gratitude.” Despite its significance in the history of the 
Society, the work has garnered little more than a passing mention in Salieri biographies and 
repertoire analyses.30 The meeting notes indicate that Salieri wanted the “words and the public to 
                                                 
26 For Salieri’s membership application, see A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: August 11, 
1780, No. 37. 
27 See Appendix B for his involvement in the Society’s leadership and Appendix C for his involvement in 
the Society’s academies. 
28 Salieri served as president from 1788 to 1795, when Ugarte became Protektor and assumed the 
presidency. At this time, Salieri became vice president and held the position until 1824. Until 1825 he was 
Hofkapellmeister jubilirt—presumably an honorary title. Carl Ferdinand Pohl, Denkschrift aus Anlass des 
hundertjährigen Bestehens der Tonkünstler-Societät (Vienna: 1871), 96.  
29 Ibid., 50. Though Salieri was survived by three children, it appears they were unable to (or chose not to) 
take advantage of their father’s pension. See Ibid., 106. 
30 I. F. Edlen von Mosel briefly discusses Salieri’s involvement in the Tonkünstler-Societät, mentioning his 
role in the 1796 concert and, most interestingly, the Society’s fiftieth anniversary concert in 1821. See Mosel, Über 
das Leben und die Werke des Anton Salieri, ed. Rudolph Angermüller (Vienna: K. H. Bock Verlag, 1999), 164–67.   
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be riveted and to give thanks for their gracious support for 25 years.”31 The meeting notes 
suggest that the Society originally intended to close the concert with the cantata, but the playbill 
indicates it was the second piece performed (Figure 19). Perhaps the Society made the change to 
solidify the importance of the event earlier in the program (rather than near the end). Fittingly, 
the first piece, a work for double chorus, trumpet, and timpani (likely by Joseph Starzer), served 
as a triumphant introduction to the cantata. The placement of La Riconoscenza on the playbill 
itself is significant. As the second piece performed, the title of the cantata falls near the middle of 
the playbill, immediately drawing the concertgoer’s eye. Moreover, the Society used red ink to 
highlight the cantata titles and explain the significance of Salieri’s cantata. None of the Society’s 
other playbills between 1771 and 1798 use colored ink, further heightening the significance of 
this occasion. It is also interesting to note that the Society handed out free librettos with the 
purchase of a ticket—which was a highly unusual procedure for the organization—thus ensuring 
audience members could fully partake in the celebration. 
 
 
 
                                                 
31 “Zum schluß eine kleine Cantate von Herrn Hofkapellmeister Salieri, wollten die Worte an das Publikum 
genistet sind, und die danksagung für die gütige Unterstützung durch 25 Jahre, als die Sozietaet ihre Akademien gibt 
inbegreiften.” See A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle, February 18, 1796, No. 6. 
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FIGURE 19: Lent 1796 Concert Playbill 
The playbill above is from the Society’s 25th anniversary academy series, featuring Salieri’s 
cantata La Riconoscenza and Peter Winter’s cantata Timoteus, oder: Die Gewalt der Musik. This 
is the only playbill from this period in which the Society used colored ink, which further 
emphasizes the momentous occasion.  
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The cantata is scored for a chorus and a soprano soloist named Riconoscenza, who, in a 
touching tribute to the Society’s founder, was played by Florian Gassmann’s daughter, Therese 
Gassmann (Rosenbaum). The orchestra comprises one flute, two oboes, two clarinets, one 
bassoon, two horns, two trumpets, timpani, and strings. The overall format of the brief cantata 
includes: a chorus, a lengthy secco recitative, and an aria that transitions into the concluding 
chorus.32  
Salieri’s La Riconoscenza includes many musical and textual cues that suggest royalty 
and ceremony as well as the benevolence of the Habsburg family. The libretto is by an unknown 
author, as there is no indication of authorship on the playbill or the manuscript.33 The text in 
Salieri’s opening chorus, “Proleggi, o ciel pietoso” (“Protect, O compassionate heaven”) offers 
two distinct messages; the first is a prayer for pity and benevolence from heaven, while the 
second imparts feelings of happiness and rejoicing. Written in D Major, the music can be divided 
neatly into ABA1B1 form based on meter and tempo indication. The initial A section begins with 
a two-measure, fortissimo fanfare played by the full ensemble. The female voices enter 
accompanied by the strings, with a delicate, dolce melody that is marked Larghetto in 3/4 time. 
After a grand pause, the B section begins. Markedly different from the reverent A section, the B 
section, written in 4/4 time and marked Allegro Spirituoso, features joyous music for full chorus 
and orchestra. The regal melody is marked by dotted rhythms and punctuated by similar motives 
in the brass.  
Salieri’s frequent use of dotted rhythms is of particular note, as they further heighten the 
ceremonial feel of the music. As seen below (Ex. 17), the initial melodic patterns in the opening 
                                                 
32 The manuscript score of La Riconoscenza is held at the Österreichische Nationalbibliothek and is also 
accessible online from the library’s website. A-Wn, Mus.Hs.4477 Mus.   
33 It is possible that Salieri, himself, wrote the text; however, if he did so, he did not give himself credit on 
the playbill. I was unable to inspect a published libretto from the academy. 
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chorus and the aria share similar rhythmic motives, comprised of patterns of dotted and short 
notes. Coupled with the trumpets, horns, and timpani, this pattern is reminiscent of the French 
overture, and for music in general that was used for joyous occasions and the presence or 
commemoration of royalty, and therefore is appropriate to Salieri’s cantata. 
 
EXAMPLE 17: Salieri, La Riconoscenza: Opening Rhythmic Patterns 
Chorus, “Proleggi, o ciel pietoso,” Part A 
 
 
Chorus, “Proleggi, o ciel pietoso,” Part B 
 
 
 
Aria, “Secondi i voti mici” 
 
 
Following the opening chorus is a lengthy recitative sung by Riconoscenza, quoted in 
part below. Here, she emphasizes the importance of Maria Theresa and her “august son,” Joseph 
II, in the founding and the financial support given to the Society. The text proclaims that with the 
help of Maria Theresa and Joseph, the offspring of Society members have been rescued and 
relieved of torment and grief:  
The happy day remembers and shows,  
to the honor of our age,  
the imperial greatness and the beneficent hearts of Teresa and of 
the august son. 
The needful lament far from you all and turns the bare foot. 
The youthful offspring without support and aid,  
obtains and finds both succor and support! 
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Every insult of evil fortune ceases.  
The complaint ends, and troubles sound. 
 
The many goods of salvation pouring still towards you all and the 
constant pity of a generous people, 
and for the great magnanimous goodness where the invited heirs 
adore Theresa and Joseph. 
The serene day shines on them.  
Crude fate of such a precious life turns slowly the stamen,  
and the common happiness,  
sublime rare gift of the clouds,  
the throne descends from the sky with their [unknown].34 
 
It is interesting to note that there is no mention of the widows who were financially 
protected, but the orphans—the “youthful offspring”—are mentioned, perhaps to emphasize that 
the “gift” given by the Imperial family would be passed through generations. Furthermore, the 
text names only Maria Theresa and Joseph—not their successors. It seems reasonable that 
Leopold II would be excluded simply because of his short reign (1791–92), but as the piece was 
performed during Franz’s third year as emperor, it seems odd that no direct, or even indirect, 
mention of the current leader is made. Even if the Society was intent on celebrating its past, its 
future depended as least partially on the current emperor—who may well have been sitting in the 
box facing the stage.  
The connection between the Society and the Imperial Family is strengthened in looking at 
the iconography on the coat-of-arms (Wappen) on the front page at the Society’s Hauptbuch 
(Figure 20).35   
 
                                                 
34 “Giorno felice che di Teresa e dell’augusto figlio; A onor dell’ età nostra la ćesarea grandezza e il 
benefico cor rammenta e mostra. La querela indigenza lungi da voi rivolse il nudo piè. La giovinetta prole senza 
sostegno e aita, e soccorso e sostegno ottene e ritrovò! Di rea fortuna ogni insult cesso. di estinse del pianto, e 
l’affanno suonì. Di tanti beni la salutar sorgente versa ancor su di voi la costante pietade d’un popolo generoso, e al 
per la grande magnanima bontade onde si adornano di Teresa e Giuseppe gl’invitti successori. Su di lor Splenda 
sempre sereno il dì. La cruda Porca di sì preziose vite lento Volga lo stame, e la commune felicità, dè numi raro 
sublime dono, scesa dal ciel con lor divida il trono.” 
35 A-Wsa, Haydn-Verein 2.9.1.2 B4, Buchhaltungs- und Kassaangelegenheiten, 1771–1937, Hauptbuch. 
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FIGURE 20: Cover Page of the Hauptbuch 
The Hauptbuch was one of the most important documents the Society possessed; it contained the 
Society’s statutes, membership roster, and yearly financial statements. The front page, pictured 
above, contains allusions to the Society’s earliest benefactors (Maria Theresa and Joseph II) as 
well as its Protector, Count Johann Wenzel von Spork, whose coat of arms is pictured above. 
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 While the images on the shield match that of the Society’s first protector, Count Johann 
Wenzel von Spork, whom the Society thanked during its first meeting for sharing his Sigill, they 
also symbolize aspects of the Habsburg Monarchy.36 The two-headed eagle with its tongues 
sticking out (which appears twice on the shield and on the middle helm) symbolizes the joining 
of the Habsburg and Lorraine bloodlines, while the lion with two tails symbolizes Bohemia.37 At 
the top of the page, a crowned bird with outstretched wings holds a banner with the Latin phrase 
“Sub umbra alarum tuarum”—“under the shadow of thy wings.” This imagery (which does not 
appear on Spork’s usual crest) may have been added for the Society and likely symbolizes the 
protection of the monarch. At the bottom of the page, Joseph II and Maria Theresa, as well as 
Spork, are named as protectors of the Society. 
Returning to Salieri’s cantata, we should note that Riconoscenza’s aria (which follows the 
aforementioned recitative) captures a wide emotional spectrum—ranging from happiness to the 
fear of death—and perhaps reflects a specific image he had in mind years before. This aria, 
scored for strings, brass, and solo flute, oboe, and bassoon, was one that Salieri used at least 
twice prior, in his cantata La sconfitta di Borea (1775) and Semiramide (1782).38 Rice explains 
                                                 
36 Count Spork’s shield can be seen online at the Deutsche Digitale Bibliothek website: 
https://www.deutsche-digitale-bibliothek.de/item/R2JMO7ZWGLDEYA7PPOIKGOJTEKVVBA63 (last accessed 
April 26, 2016). For an explanation of the Sprock coat of arms, see “Sweerts” in Johan Siebmacher, J. Siebmachers 
grosses und allgemeines Wappenbuch: Der Adel des Herzogthums Krain und der Grafschaften Görz und Gradiska 4 
No. 2 (Nuremberg: Bauer & Raspe, 1858), 19. The Society discussed its Sigill often during 1771; in this context, 
Sigill could mean the stamp that is pressed into wax to seal a letter shut, or it could mean a Wappen (coat of arms). 
In the 1796 statute revisions, the Society mentions adopting the Sigill of its Protector, suggesting that the stamp (and 
perhaps Wappen) could change; however, I did not see any other sketches of coats of arms in the Society’s papers.  
37 The image on the heart of the crest is a Turkish head (Türkenkopf), which perhaps symbolizes a 
connection to the Turks. A Türkenkopf (albeit severed) also appears on the Schwartzenberg family crest and 
symbolizes the family’s victory over the Turks. The three images on the shield also appear as crests on the center 
three helms, along with a peacock bush (Pfauenbusch) and an armored arm with sword (geharnischter Arm mit 
Schwert). The Phauenbusch was a traditional symbol for a person with an elevated title, such as duke, prince, etc 
(Fürsten). See Peter Suchenwirt and Alois Primisser, Peter Suchenwirt's Werke aus dem vierzehnten Jahrhunderte: 
Ein Beytrag zur Zeit-und Sittengeschichte (Vienna: J. B. Wallishauffer, 1827), 391.   
38 My thanks to John Rice for pointing out the connection between these arias. Rice, “Salieri’s Semiramide 
and the End of the Metastasian Tradition in Munich,” in Mozarts Idomeneo und die Musik in München zur Zeit Karl 
Theodors: Bericht über das Symposion der Gesellschaft für Bayerische Musikgeschichte und der Musikhistorischen 
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that in the 1770s Salieri often employed a high coloratura voice with soloistic wind instruments 
to convey “displays of feminine courage and fidelity.”39 These same sentiments are at work in 
Salieri’s 1796 aria, which centers on themes of the grateful heart and courage despite any evils at 
work. The aria begins with a forty-two-measure orchestra introduction in which the solo 
woodwinds take the lead, their parts intertwining to form a lovely trio (Ex. 18). The soloist enters 
accompanied by the strings, but gradually the woodwinds are reintegrated and the trio becomes a 
quartet. At times, the winds double the vocalist’s line and occasionally comment on it, creating a 
dramatic dialogue between the parts.  
 
EXAMPLE 18: Salieri, La Riconoscenza: Aria, “Secondi i voti mici,” mm. 45-51 
 
 
                                                                                                                                                             
Kommission der Bayerischen Akademie der Wissenschaften München, 7.–9. Juli 1999, ed. Theodor Göllner and 
Stephan Hörner (Munich: Beyerischen Akademie der Wissenschaften, 2001), 155. 
39 Ibid. 
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In the second part of the aria (Ex. 19), Salieri paints the fear of death through rushing sixteenth-
note scales and driving sixteenth-note patterns accented with fortepiano attacks.  
 
EXAMPLE 19: Salieri, La Riconoscenza: Aria, “Secondi i voti mici,” mm. 97-103 
 
 A student of Salieri, Gassmann was known for her beautiful and consistent voice and her 
uncanny ability to sing difficult coloratura parts is evident as she was cast as the Queen of Night 
in the premiere of Mozart’s Die Zauberflöte.40 Salieri provides Gassmann ample opportunities to 
showcase her vocal abilities, especially in her final cadenza, which is also scored for the 
woodwind soloists (Ex. 20).  
                                                 
40 Rice, Salieri, 42–43. Rice points out that both Elisabeth Wendling and Caterina Cavalieri (who 
performed the two earlier arrangements of the aria) were skilled coloratura sopranos; perhaps Gassmann’s abilities 
inspired Salieri to reuse his old aria. Rice, Semiramide, 157. 
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EXAMPLE 20: Salieri, La Riconoscenza: Aria, “Secondi i voti mici,” mm. 83-92 
 
By employing the instruments as voices, Salieri adds depth to Gassmann’s cadenza and 
creates a unique conclusion to the aria. The final trill of the cadenza transitions into the final 
chorus, which largely repeats the melody from the opening of the preceding aria, now stated by 
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the full orchestra and chorus. The final chorus acts as a benediction, rejoicing in one final 
exclamation of thanks and praise.  
La Riconscenza was received well by the press; a notice appearing in the March 26, 1796 
Wiener Zeitung reported specifically that in its “ceremonial” (feyerlichkeit) cantata, “not only the 
leniency of both K K majesties was thanked, but also the noblest families were reverently praised 
for their annual gifts of grace and, at the same time, the noble residents of Vienna were thanked 
for their kind support.”41 Indeed, the Emperor Franz and his aunt, the Archduchess Maria 
Christine, collectively donated 554 fl on opening night.42 The report further states that the cantata 
received unanimous applause.43   
There are many beautiful moments in La Riconoscenza, especially in Salieri’s sensitive 
writing for the woodwinds and soprano soloist. But the cantata’s close textual connection to a 
specific event in the Society’s history has caused the work to be forgotten in performance and in 
scholarship. Despite this, the work is significant in the life of the Society through the allegorical 
references in the text and music and the celebration it marked. Through this work, the Society 
could musically acknowledge and publicly thank those in attendance for their financial support, 
perhaps with the underlying hope that this patronage would continue in the years to come. The 
cantata also serves as a musical monument celebrating the beginning of the Society’s life. 
 
 
 
 
 
                                                 
41 “Eine auf diese Feyerlichkeit anspielende Kantate, die Erkenntlichkeit, betitelt, war die erste Abtheilung, 
in welcher nicht allein die Milde beyder K. K. Majestäten, sondern auch der gestammten höchsten Familie für die 
jährliche Gnadengaben ehrfurchtsvoll angepriesen, und zugleich den edeln Bewohnern Wiens für ihre gütige 
Unterstützung gedanket wurde.” Wiener Zeitung, March 26, 1796, 830. 
42 A-Wsa, Haydn-Verein A 1/4d, Akademien 1772–1865, “Abrechnungen des Kärntnertortheaters 1772–
1782 und des Burgtheaters 1783–1802,” 20 March 1796. 
43 “Sowohl die beyden Kantaten, als die dabey singenden und konzert spielenden künstler erhielten 
ungetheilten Beyfall,” Wiener Zeitung, March 26, 1796, 830. 
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1796: DER RETTER IN GEFAHR BY FRANZ XAVIER SÜSSMAYR 
 
By the end of the year, the Society’s concerts had taken a different theme, moving from 
works of celebration to those of fear, uncertainty, and optimism. As of March 1796, Napoleon 
had appointed himself as Commander-in-Chief of the French army. By the fall he was on the 
move, and Austria was in danger. Vienna was abuzz with a “war fever” that affected citizens and 
composers alike. After seeing the French government fall so easily and the death of his aunt 
Marie Antoinette (the daughter of Maria Theresa), the Emperor Franz was fearful of the future of 
the monarchy and quickly took action. Already in 1793, some of the enlightened nobility hoped 
to begin a republican revolution, in part due to the many reforms Franz refused to make.44 In 
response, the Emperor banned all secret societies and French newspapers, increased the number 
of police on the streets, employed strict censorship regulations, and instituted a curfew for 
Viennese citizens.45 There were serious repercussions for those who threatened to overthrow the 
Habsburg Monarchy, including deportation, lengthy prison terms, and execution.  
In 1792 France had declared war on Austria, thus beginning twenty-three years of near 
constant conflict. By 1796 Napoleon and his army had overtaken the Rhineland, the Austrian 
Netherlands, Spain, and Sardinia and had one army sweeping through Italy—part of the 
Habsburg territory. While war raged around Vienna, it was not until the early nineteenth century 
that its walls were seriously threatened. In 1804, Napoleon crowned himself Emperor, 
simultaneously ending the Holy Roman Empire and stripping Franz of his title as head of that 
                                                 
44 See Charles W. Ingrao, The Habsburg Monarchy, 1618–1815, 2nd ed. (Cambridge: Cambridge University 
Press, 2000), 224–25. 
45 A few sources on music in nineteenth-century Vienna provide background on the political and social 
climate and its impact on music, music-making, and musicians. See Alice M. Hanson, Musical Life in Biederrmeier 
Vienna (Cambridge: Cambridge University Press, 1985); Raymond Erickson, ed., Schubert’s Vienna (New Haven: 
Yale University Press, 1997); Otto Biba, “Concert Life in Beethoven’s Vienna,” in Beethoven, Performers, and 
Critics: The International Beethoven Congress, Detroit, 1977, ed. Robert Winter and Bruce Carr (Detroit: Wayne 
State University Press, 1977): 77–93; and Mary Sue Morrow, “Making it in the Big City: Beethoven's First Decade 
in Vienna,” The Beethoven Journal 10, no. 2 (1995): 46–52.  
354 
 
empire, and in 1805 the French occupied Vienna. In the late eighteenth century, composers 
joined the war effort to uplift the spirits of the people by writing politically-charged works in the 
German language, such as Joseph Weigl’s lied “Österreich über alles” (n.d.), Beethoven’s 
“Abschiedsgesang an Wiens Bürger” (1796) and his “Kriegslied der Österreicher” (1797), and 
Süssmayr’s cantatas Der Retter in Gefahr (1796) and Der Kampf für den Frieden (1800). In his 
Missa in tempore belli (1796), Haydn took a solemn approach to the perils of war and a year 
later, penned the famous Kaiserhymne, which was sung at the Emperor’s birthday in theaters 
throughout the Habsburg lands.    
In the fall of 1796, the Wiener Freywilligen-Korps, comprised of local volunteers and 
enemy deserters, was mobilized, and it sought to raise funds for itself through a series of concerts 
held in the Große Redoutensaal on September 19 and 21. The centerpiece of each concert was a 
new patriotische cantata titled Der Retter in Gefahr (“The Rescuer in Danger”) written by Franz 
Xavier Süssmayr (1766–1803) on a text by Johann Rautenstrauch (1746–1801).46 The work was 
met with so much success that it was reprised to benefit the Freywilligen-Korps in November 
1796.  
For its December 1796 academies, the Tonkünstler-Societät also chose to host 
performances of Süssmayr’s Der Retter, adopting a similar program and engaging the same 
singers as in the Freywilligen-Korps performances. The Society opened its program with a 
symphony by Paul Wranizky, followed by a chorus by Haydn and a concerto for piano (on Dec. 
22) and cello (on Dec. 23). Part II opened with the Andante of Haydn’s “Surprise” Symphony 
(No. 94) before Süssmayr’s cantata; these works were also paired at the Freywilligen-Korps 
                                                 
46 Rautenstrauch was a celebrated Viennese writer who authored a number of genre accounts 
(Sittenschilderungen), comedies, a biography of Maria Theresa (1789) and a number of war songs for the armies of 
Joseph II (1778). Additionally, he spent time as the k.k. Hofagent and as editor of the Real Zeitung. See Johann 
Rautenstrauch, accessed June 8, 2016, https://www.wien.gv.at/wiki/index.php/Johann_Rautenstrauch. 
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concert.47 Like so many of Haydn’s compositions, the second movement of the “Surprise” 
Symphony has an anecdotal connection attached to it. It was said that Haydn wrote the tutti forte 
attack near the beginning of the work to wake up drowsy audience members, though Haydn said 
he wrote the passage “to surprise the public with something new.”48 The popularity of the 
movement likely prompted both concert organizing groups to program it; the Tonkünstler-
Societät had already performed the movement, referred to as the “symphony with the beloved 
andante,” in April 1794. Upon closer examination, however, the movement does have much in 
common with the overture of Süssmayr’s Der Retter, specifically the march-like duple meter, the 
stormy C minor episode, and the heroic use of trumpets and timpani, therefore making the 
movement a viable opening to Part II of the program.  
Another similarity between the performances was the personnel. The Society engaged the 
same singers who were featured at the November 15 Freywilligen-Korps concert: the sopranos 
Therese Gassmann, Anna Tepser (Ascher), and Magdalena Willmann, bass Ignaz Saal, and tenor 
Georg Krebner, all members of the German opera troupe in 1795.49 This would have 
undoubtedly eased the rehearsal process as the vocalists (and perhaps some of the other 
musicians performing) were already familiar with their parts.      
                                                 
47 In her list of programs, Mary Sue Morrow does not indicate that the Haydn symphony performed by the 
Freywilligen-Korps was No. 94; however, in citing the Wiener Zeitung, Landon makes the distinction. See Morrow, 
Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social Institution (Stuyvesant, NY: Pendragon 
Press, 1989), 292 and H. C. Robbins Landon, Haydn: The Years of ‘The Creation’ 1796–1800, vol. 4: Haydn: 
Chronicle and Works (Bloomington: Indiana University Press, 1977), 111.   
48 Haydn reportedly claimed to want to debut a work in a “brilliant manner” to not be upstaged by his pupil 
Pleyel, who was recently hired by a London orchestra. See Landon, The Symphonies of Joseph Haydn (London: 
Rockliff, 1955), 489. 
49 While below I discuss the vocal characteristics of the other singers engaged, I do not devote any attention 
to Saal, and will instead do so here. Saal made his Viennese opera debut in 1782, and was well known for his 
performances of oratorios. He performed the solo roles of Haydn’s final two oratorios and was engaged by the 
Tonkünstler-Societät a number of times. Mark Nabholz, “The Rescuer in Danger: A Scholarly Performance Edition 
of Franz Xavier Süssmayr’s Secular Cantata, Der Retter in Gefahr” (DMA thesis, University of South Carolina, 
2011), 42. He was known as a “very meritorious, pleasing singer, who in addition to being truly knowledgeable is 
very industrious.” See Albrecht, 46. 
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Both the playbill and the concert announcement in the Wiener Zeitung (see Figure 12 in 
Chapter 2) acknowledged the popularity Der Retter had already achieved and noted that the 
Society was performing the work at the request of the public (Figure 21). The Society profited 
greatly from the concerts, raising nearly 2,000 fl in ticket sales and just over 650 fl from donors, 
including the Imperial family and the theater director Baron Peter von Braun. The Society even 
spent part of its budget on decorations—an uncommon purchase for the organization—which 
was likely some sort of simple backdrop.50 All proceeds from the concerts went to the Society—
not to the Freywilligen-Korps—thus disassociating the cantata with that particular organization 
and purpose. In fact, on December 25, it was revived at the Große Redoutensaal at a benefit for 
the Theaterarmen, a poor fund for theater workers, which, much like the Society, had a mission 
of social welfare and aid.51 The Tonkünstler-Societät likely performed Der Retter because the 
members hoped that the work’s popularity and financial success would generate a handsome 
revenue. By performing a politically-themed work (which references the Emperor throughout), 
the Society could stand in solidarity with the rest of Vienna in supporting the war effort and the 
Emperor.  
 
 
                                                 
50 The Society’s cashbooks indicate that Joseph Siegel, the Theattermeister, was paid 8 fl for decorations. 
As discussed previously, given that the carpenter (Tischlermeister) was typically responsible for the risers placed on 
the stage, it is conceivable the Society had a different type of decoration, such as a backdrop, on the stage. A-Wsa, 
Haydn-Verein B 5/26, Societäts-Rechnung vom Jahr 1796, 4tes Quartal, von 1st November 1796 bis ult January 1797, 
Extra Ausgaben. 
51 Morrow, 293.  
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FIGURE 21: December 1796 Playbill 
The Society’s December academies featured Süssmayr’s wildly popular political cantata, Der 
Retter in Gefahr. In addition to indicating the vocal soloists, the playbill gives special mention to 
the clarinetist Anton Stadler. The second half of the concert opened with Joseph Haydn’s 
“Surprise” Symphony. 
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Attending a performance of Der Retter hosted by the Tonkünstler-Societät would have 
been an altogether different experience for the audience. While in the Redoutensaal listeners 
would have heard the music in a more intimate setting with a smaller ensemble, the Society’s 
performance in the Burgtheater would have included a much larger ensemble, magnifying the 
musical melodies the crowds were so fond of. With the Tonkünstler-Societät’s decision to 
perform the work, it seems likely that the Society, upon seeing the resounding success of a 
cantata that was met with “unanimous applause” in its performances, decided to take the 
opportunity to profit from the work. 
Der Retter requires an ensemble of strings, two flutes, two oboes, English horn, two 
clarinets, two bassoons, four horns, four trumpets, timpani, ratchet, military drum, and two bass 
drums, in addition to the vocal forces comprising of two choirs and five solo vocalists. The male 
characters are two young men, Ein junger Mann (Saal) and Der zweite junge Mann (Krebner), 
while the female characters are the Genius des Vaterlands (Gassmann), the Deutsche Frau 
(Williman), and the Landmädchen (Tepser).52 By not naming the characters in the cantata, 
Süssmayr creates characters that represent every man or woman, rather than specific characters 
in a story. Moreover, the three female characters represent different social classes: Genius is the 
aristocracy, the Deutsche Frau is the working middle class, and the Landmädchen is from the 
lowest stratum of the population. In realizing social class in this manner, the cantata calls for a 
unified population to combat foreign aggression.53 
                                                 
52 Based on the Society’s program, it is not clear what roles the singers played. In researching the earlier 
performances of Der Retter, Mark Nabholz has discovered the performer’s name and role written in the part books. 
The same singers engaged in those performances would have likely reprised their roles in the Tonkünstler-Societät 
academies, and this would have been known by the audience. My sincerest thanks to Mark Nabholz for sharing a 
copy of his thesis and a transcription of Süssmayr’s score to Der Retter with me. My musical examples are derived 
from this source. 
53 Nabholz, 14–15. 
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The cantata consists of fifteen movements, only six of which were newly composed. 
Some of the self-borrowed material can be traced to Süssmayr’s birthday song for Emperor 
Franz II (1794) and to his “Carolina” Cantata (1796). Following the opening overture and 
chorus, each soloist in turn sings an accompanied recitative and aria; the three female characters 
then sing a trio, before the work ends with the Schlußchor. Although the work lacks an 
overarching narrative, several themes resound, including: the need to fight for one’s country, 
honoring ancestors and traditions, and doing one’s duty whether on the frontlines or on the home 
front.  
In attendance at one of the performances by the Freywilligen-Korps was the writer 
Joseph Richter, who later recalled the events in his Eipeldauer Briefen. From his seat in the 
audience, Richter was immensely moved by Der Retter and remarked that even if he and 
Süssmayr were rivals, he “had never heard more beautiful music in all his life.”54 Though Richter 
does not mention attending the Tonkünstler-Societät performances of the same work, his analysis 
does point to particular moments that were crowd-pleasing. One such example was the overture, 
of which Richter writes: 
Initially it was very quiet; but finally when the overture started, 
suddenly the entire room became alive. The overture introduced a 
siege and it was completely terrible. One heard canons crashing 
and booming, whistling in the air, and the wailing and desperate 
people. And that is presented so naturally that one would could 
have believed that the French are already arrived in Vienna.55 
 
                                                 
54 “…und wenn der Kompositori mein Todfeind wär, so müßt ichs eingstehn, daß ich mein Lebtag kein 
schönre Musik ghört hab.” Joseph Richter, Die Eipeldauer Briefe, 1785–1797 (Munich: Müller, 1917), 299. 
55  “Anfänglich ists ganz still zugangen; aber da ist endlich d’Uvertur kommen, und da ist auf einmal der 
ganze Saal lebendig wordn. D’Uvertur hat wie ein Belagerung vorgstellt, und das ist völlig fürchterlich gwesen. Da 
hat man d’Kanonen krachen und d’Bumen in der Luft pfeifen und’s Volk jammern und verzweifeln gehört, und das 
ist alles durch d’Musik so natürlich vorgstellt worden, daß man glaubn hätt solln, d’Franzosen stehn wirklich schon 
vor der Wienstadt.” Richter, 299–300. 
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In the overture and chorus sequence, Süssmayr creates a series of intricately woven 
moods that aim to prepare the listener for the emotional ideas that emerge throughout the cantata. 
The orchestral portion is separated into three distinct parts. The first is a slow introduction that 
impresses a feeling of uncertainty through its failure to truly commit to the written key signature, 
C major. Süssmayr further foils the listener’s expectations by adding frequent chromaticisms and 
diminished chords. After ending on the dominant, the music quickly settles in C minor. 
Characterized by a trembling C to B pattern and irritable syncopations, the music evokes fear and 
confusion, perhaps depicting the moments just before the enemy marches into town (Ex. 21). The 
trumpet calls and marching armies are tropes that are also musically conveyed by Beethoven in 
Wellingtons Sieg (1813), a work that was, like the Süssmayr, written in response to Napoleon’s 
French troupes and was met with much enthusiasm at concerts.56 
 
EXAMPLE 21: Süssmayr, Der Retter in Gefahr: Chorus, “Weh! gleich einem Waldstrom stürmt,”  
  mm. 26–37 
 
 
 
 
                                                 
56 On Beethoven’s Wellingtons Sieg, see Nicholas Mathew, Political Beethoven (Cambridge: Cambridge 
University Press, 2013); William Kinderman, Beethoven, 2nd ed. (Oxford: Oxford University Press, 2009), 192–98; 
Donald Sloane, “Beethoven and Mälzel: A Re-Evaluation of Mälzel's Character and the History of Wellington's 
Victory,” The Beethoven Journal 12, no 2 (1997): 54–56; and Nicholas Cook, “The Other Beethoven: Heroism, the 
Canon, and the Works of 1813–14,” 19th-Century Music 27, no. 1 (2003): 3–24. 
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Example 21 continued 
 
 
After the initial terror, the music abruptly transitions to a quirky march in E-flat major. 
Written in ABA form with repeats, the march is distinguished by a skipping triplet motive heard 
in the woodwinds—who take a lead role in the section (Ex. 22). Süssmayr also writes timpani 
and military drum rolls that add to the color and drama of the impending conflict. The overture 
transitions into the opening chorus by means of a solo trumpet fanfare that mimics a bugle call, 
outlining a C major triad. This passage perhaps reminds us of the bugle calls in Beethoven’s 
Leonore overtures and his opera, Fidelio. Hearing the approaching troops sound in the orchestra, 
the vocal chorus interprets the bugle call as a signal to unite. The following music, the repetition 
of the trembling C minor motive, alerts us that indeed, the French are closing in on Vienna.  
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EXAMPLE 22: Süssmayr, Der Retter in Gefahr: Chorus, “Weh! gleich einem Waldstrom stürmt,”  
  mm. 76–86 
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The overture and the chorus that follows contain musical characteristics akin to the storm 
scenes explored previously in this dissertation. In this instance, the storm is a metaphor for the 
enemy troops ready to attack Vienna. In the chorus, the terrified voices shout “Weh!” (Woe!) and 
exclaim that danger is approaching them from all sides. Here, the trembling music, furious 
scales, and frantic syncopations in the orchestra emphasize the desperation felt by the people. As 
the intensity begins to subside, Süssmayr subtly modulates to B-flat major. In a section marked 
mezza voce, a reduced chorus enters a cappella, singing delicately of the troubled times the 
Viennese now face.57 Süssmayr expands the texture to include strings and winds but notably not 
brass or percussion; he reserves these instruments for music falling before and after this prayer-
like section. In this way, the mezza voce section functions as a moment of reverence. Süssmayr 
transitions from the contemplative section through three forceful, orchestra-wide quarter notes 
that are emphasized in the brass and percussion parts. Many syncopated and unstable passages 
are heard in the opening section of this chorus, as the ensemble woefully exclaims its fear in the 
approaching army that is already winning the war. As a sort of coda, the music slows and softens, 
now rooted in A-flat major, as the chorus sadly proclaims “Woe to us! We cannot be saved.”58 In 
this lengthy sequence, Süssmayr engulfs the audience in a musical conflict that parallels the 
actual conflict outside the theater and city walls.  
One of the most popular parts of Süssmayr’s cantata was the tenor aria “Umsonst Streckt 
ihr” (“Vainly you stretched [your little hands after me]”) sung by the Second Young Man. The 
Society reprised the aria during their December 1797 concerts, listing it on the playbill as “The 
beloved Andante from Der Retter in Gefahr.” Georg Krebner sang it in the 1796 performance of 
the cantata and, of his vocal abilities, a critic from the Wiener Zeitung commented: “his voice is 
                                                 
57 Nabholz notes in his transcription of the score that most, if not all, soloists were singing in the reduced 
choir. 
58 “Weh’ uns, wir sind nicht mehr zu retten!” 
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also pure, agreeable, supple, his technique is pleasing and his acting is full of propriety and 
expression.”59 In his aria, the man sings of his decision to leave his wife and children and enlist 
in the war effort, a situation that quasi-parallels the ultimate fate that many Tonkünstler-Societät 
members faced, as their deaths would also mean a fracturing of the family. While the majority of 
the text evokes the sadness the father feels at the prospect of never seeing his children again, 
Rautenstrauch does ease some political sentiment into the lines, as well. In the recitative, the man 
prays that if he were to perish in battle, that the Kaiser (in this case Franz) would take pity on his 
family; but in the following aria, the young man sings that God has encouraged him to fight. In 
this way, Rautenstrauch paints the Emperor favorably, as a caretaker rather than a leader sending 
his subjects to battle.  
The three-part (ABA1) aria is unique in that it calls for an extensive clarinet solo, 
originally played by Anton Stadler, who actually received billing on the program.60 Throughout 
the accompanied recitative that precedes the aria and the aria itself, Süssmayr weaves the tenor 
and clarinet lines so intricately together that their relationship would be better labeled a duet. 
Indeed, the critic Johann Friedrich Schink described the vocal-like qualities of Stadler’s playing, 
writing, “I would not have thought that a clarinet could imitate the human voice so deceptively 
as you imitate it. Your instrument is so soft, so delicate in tone that no one who has a heart can 
resist it.”61 
                                                 
59 Alberecht, 223. Alberecht argues that the “Krebner” was actually a mistake by the press, who 
accidentally conflated the names of two new Viennese tenors—Krebs and Dremmer—arriving at Krebner. However, 
Nabholz has discovered that the name Krebner was written in the front of a libretto book for the original production 
of Der Retter, and argues that the singer was indeed a person. Nabholz, 44.    
60 Stadler played the solo clarinet part in all of the Freywilligen-Korps performances and, considering 
Mozart’s relationship with Stadler and the clarinetist’s popularity, it is entirely possible Süssmayr wrote this aria 
with him in mind. Stadler’s relationship with the Society stretches back to 1773, when he and his brother Johann 
played a concerto in between acts of Johann Adolf Hasse’s Sant’Elena al Calvario. Johann joined the Society in 
1783; however, Anton never joined. 
61 Schink, Litterarische Fragmente, vol. 2 (1785), quoted in Nabholz, 54. 
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The accompanied recitative begins with a lengthy clarinet solo with light string 
accompaniment, resembling the slow movement of a concerto. When the tenor enters, the 
soloists trade melodic lines in a sweet, lyrical dialogue. The first part of the aria also begins with 
a lengthy clarinet solo that showcases the dexterity of the soloist’s fingers and his command of 
the instrument’s range (Ex. 23).  
 
EXAMPLE 23: Süssmayr, Der Retter in Gefahr: Aria, “Umsonst Strekt ihr, ihr Kleinen,”  
  mm. 25–41 
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Example 23 continued 
 
 
 
The conversational interaction between the soloists continues and even overlaps at times. 
In the second part of the aria, the tempo slows slightly, allowing for a sense of reverence as the 
tenor sings of God’s will for him to fight. The final portion is in duple meter and is characterized 
by a playful, dotted march pattern. Here, the young man is contemplating his future in heaven 
should he not return from battle. As the final part of the aria, the march-like qualities of the 
section both foreshadow the man’s imminent departure and imagine his march to heaven should 
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he die. In the conclusion to the aria, Süssmayr writes out a cadenza-like passage for the clarinet, 
allowing Stadler one last chance to showcase his virtuosity. 
While the male soloists seem to encourage young men to enlist in support of their 
country, the young German girl (the Landmädchen) offers an entirely different perspective 
regarding a working-class woman’s place during the war. In her recitative, she sings that women 
are a frail sex and are not good for fighting. Men, however, are meant to pursue heroic deeds, 
rescue the entire country, and preserve greatness; women will not be considered brave until they 
complete these same endeavors. Unlike the recitative for the second young man, the orchestra 
here plays a secondary role and generally only colors the text at moments of pause in the vocal 
setting, thus allowing for more text declaration by the soloist.  
The Landmädchen’s aria presents women as objects and suggests that a woman’s role 
during war was to stay home and maintain their looks and virtue, thus giving the men something 
to look forward to upon their return. She sings: 
You girls, through your looks you enflame the men and your grace 
is valuable for everyone’s luck. You also fight for the fatherland, 
through your juvenile charms and heroic virtue: How beautiful is 
your status.62 
 
In setting this text, Süssmayr writes a sweet, playful melody, in which the strings double 
the vocal line, with an Alberti bass accompaniment. In comparison to the other two female arias 
(sung by Genius and the Deutsche Frau), the Landmädchen’s is much simpler, as if to reflect her 
economic status as lower class. While the other arias require dramatic leaps and dexterity in 
range, suggesting a learned style enjoyed by the upper classes, the Landmädchen’s folksong-like 
                                                 
62 “Ihr Mädchen! setzt durch euren Blick/Die Männerschaar in Feuer,/Und eure Huld sey theuer/Für’s 
allgemeine Glück./So kämpft auch ihr für’s Vaterland,/Durch Reize euren Jugend/Mit ächter Heldentugend:/Wie 
schön ist euer Stand!” 
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aria moves stepwise without excessive pitch fluctuations and, as a result, the melody is quite 
memorable (Ex. 24).  
 
EXAMPLE 24: Süssmayr, Der Retter in Gefahr: Aria, “Ihr Mädchen setz durch euren Blick,”  
  mm. 5–18 
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Example 24 continued 
 
On a broader scale, the formal organization and the musical content of the 
Landmädchen’s aria differs, as well. The arias for Genius and the Deutsche Frau are quite long, 
and their texts challenge the Viennese to fight for their country and honor the past, suggesting a 
musical style akin to opera seria. The Landmädchen’s aria is much shorter and includes solo 
parts for the flute, which further conveys her pastoral image. The sensibilities of these roles are 
made further explicit through the vocal qualities of the singers engaged. Gassmann (discussed 
previously in this chapter) created the coloratura role of Genius, while Magdalena Willmann 
sang the role of the Deutsche Frau—the lower of the three female parts. Williman hailed from 
Bonn, where her vocal skills were well known and she was given the lead roles in many operas.63 
Critics and audiences were won over by her voice, which was described as “so wonderfully deep 
                                                 
63 Willmann is probably best known for her connection to Beethoven. The young composer allegedly 
proposed to her once, which she refused, and some scholars believe the stresses of this unrequited love can be found 
in some of Beethoven’s creative works, including the song cycle “Adelaide” (according to Ignaz Castelli, cited in 
Nabholz, 40). She is also thought by some to be a candidate for Beethoven’s Immortal Beloved. Willmann’s 
connection to Süssmayr is strong, as he witnessed her 1796 marriage to a merchant. Her working relationship with 
the composer stretched past the stage, as she wrote and translated the lyrics to his two-act opera, Soliman II, oder 
Die drey Sultaninnen. Finally, Willmann was also connected to the Tonkünstler-Societät through her father, Johann 
Ignaz, who joined in 1777. Karl Maria Pisarowitz, “Willmann,” Grove Music Online, Oxford Music Online, Oxford 
University Press, accessed March 11, 2016 and Nabholz, 39–41. 
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and of rarest charm.”64 Willmann’s colleague from Bonn, Anna (Tepser) Ascher, sang the role of 
the Landmädchen.65 She began singing in Vienna in 1795 and was known for her skills in 
playing secondary and coquettish roles (such as Zerlina in the Italian production of Mozart’s Don 
Giovanni), 66 making her a perfect candidate for the Landmädchen.  
 Another popular portion of the cantata was the closing chorus (the Schlußchor), which 
was also borrowed from Süssmayr’s previously composed material. The tune Süssmayr used 
originated in his birthday song for Franz II (1794), and was subsequently reused by the composer 
six times in both secular and sacred contexts across 1794–96.67 Just days after the premiere of 
Der Retter, Süssmayr’s cantata Freiwilligen: Ein Gemälde der Zeit premiered, which also 
incorporated the Schlußchor. Audience members were expected to participate in singing the 
Schlußchor and text booklets were handed out at the concerts sponsored by the Freywilligen-
Korps. The Tonkünstler-Societät did not hand out libretto copies gratis and instead sold them for 
6x each.68 
In the Schlußchor, a short recitative precedes the chorus in which the baritone soloist 
calls for all present to gather, join hands, and pledge allegiance to the country and the Emperor. 
The orchestra then erupts into a bombastic introduction with regal brass fanfares punctuated by 
timpani blasts. The chorus is written in strophic form and includes seven verses with each few 
lines designated to a different group, following this pattern: Chorus (four measures); Tenor and 
Bass soli (eight measures); Chorus (four measures); Volk (six measures).69 In contrast to the C 
minor portion of the overture in which the chorus is desperate and defeated, the final chorus is in 
                                                 
64 Nabholz, 40. 
65 Because of the proximity of their names in the theater ledger, Albrecht argues that the women were likely 
a “package” deal from Bonn. See Ibid., 38.   
66 Albrecht, 65. 
67 Nabholz, 16. 
68 It is not clear how many texts the Society sold, as the figure is not recorded in the account book. It is safe 
to assume, however, that audience members may have brought their own copies from previous performances. 
69 Nabholz, 17. 
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a bright C major. Here, the ensemble and audience sing together to pledge their resounding 
support to the Emperor and Austria. In calling for audience participation, Süssmayr joins all 
classes in song and sentiment, uplifting Viennese spirits as the war wages on.  
In the Society’s choice to perform Süssmayr’s Der Retter, we see the organization taking 
a political stand in support of both the Emperor and the war effort through the overt references to 
the Emperor Franz and the final chorus, which requires audience participation. At the same time, 
it appears the Society was tempted by the financial success the cantata had already experienced 
and sought to generate its own profit from the work. 
+++ 
A look at the repertoire commissioned and performed by the Tonkünstler-Societät during 
the 1790s shows the organization reconsidering its sponsorship of the oratorio. With audiences 
now interested in brevity and variety, the lengthy, antiquated oratorio could not, it seems, attract 
as many audiences as it once did, resulting in less profit. As a solution, the Society took to 
organizing variety academies, many of which featured cantatas which often coincided in theme 
with social or political events happening in Vienna. While the oratorios commissioned by the 
Society in the late 1780s adopt a structure akin to opere buffe, the cantatas examined above are 
much simpler in structure, narrative design, and thematic content. Rather than telling a developed 
story, the text of La Riconoscenza only focuses on the gratefulness of the Society’s membership 
following its twenty-fifth anniversary. Similarly, the arias in Süssmayr’s Der Retter introduce the 
various emotions associated with war including fear, courage, and patriotism. Little did the 
Society know that within a year the oratorio would soar to new heights. Looming on the horizon 
was Haydn’s masterpiece, Die Schöpfung, a work which would revive the oratorio and 
financially benefit the Society for years to come. 
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EPILOGUE AND CONCLUSIONS 
 
 
While the Tonkünstler-Societät found some success with its 1796 cantata performances, 
many of its academies during the 1790s were only moderately successful. This all changed with 
Haydn’s investiture as an honorary member and with the Society’s premiere of Die Schöpfung. 
Haydn was, by this point in his career, arguably the most famous composer in Europe, and the 
Society likely acted upon his fame by programming music that the public would undoubtedly 
find appealing. From 1799 to 1804, the Society repeatedly performed three of Haydn’s late 
sacred works—Die sieben letzten Worte, Die Schöpfung, and Die Jahreszeiten—garnering 
record-breaking attendances and substantial profits. Through the institution’s canonization of 
Haydn, these so-called Haydn Years set the tone for the Society as it moved into the nineteenth 
century and brought the oratorio to new heights.1  
As discussed in Chapter 1 and the Interlude, the Society’s relationship with Haydn was 
rocky at best for around twenty years, beginning after his failed membership attempt in 1779; 
however, the Society’s newly recruited, enthusiastic Secretary Paul Wranitzky began to smooth 
over ties with the elder composer starting in 1797.2 During the December 4 meeting, Wranitzky 
proposed that pending a unanimous vote, the Society welcome Haydn as an honorary member 
due to his Continental fame and his compositions, performances of which had earned the 
organization considerable sums. The next year, the Society debuted Die sieben letzten Worte and 
Haydn was directly involved in the process. The meeting notes from January 19, 1798, indicate 
that Haydn was excused from the meeting but offered the vocal parts to Die sieben letzten Worte 
                                                 
1 I borrow the phrase “Haydn Years” from Carol Padgham Albrecht, who uses it to describe the Society’s 
programming from 1799–1804. Albrecht, “Music in Public Life: Viennese Reports from the Allgemeine 
Musikalische Zeitung, 1798–1804” (PhD diss., Kent State University, 2008), xviii. 
2 On Wranitzky, including some about his involvement with the Society, see Rita Steblin, “Paul Wranitzky 
(1756–1808): New Biographical Facts from Vienna’s Archives,” in Mozart Studien 21 (2012): 369–95. 
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for a future Lent academy; the Society enthusiastically accepted this offer. It seems that Haydn 
was quite involved with this concert and  suggested that the Society require all members, without 
exception, to attend the two rehearsals before the academy. Overall the academy was a success, 
grossing a handsome 2,734 fl. The last academy that had grossed 2,000 fl was the Society’s 1775 
performance of Haydn’s Il ritorno di Tobia.  
 The success of  Die sieben letzten Worte likely inspired the Society to continue 
performing Haydn’s works into the nineteenth century. During their March 10, 1798 meeting, 
Wranitzky wrote that the Society took in nearly 3,000 fl at the academy, which was proof that 
Haydn’s membership was a great profit to the organization. In 1799, Haydn recommended that 
the Society reprise its performance of Die sieben letzten Worte, and the membership 
enthusiastically agreed. Wranitzky acknowledged Haydn’s generosity “with heartfelt bliss and 
great thanks.”3 Haydn agreed to conduct the concert and proposed that the program also include 
an overture by Christoph Willibald Gluck and a concerto. The audience was given a copy of the 
libretto gratis (a gesture rarely made by the Society), perhaps to reinforce the monumentality of 
the occasion and the importance of the work. 
 The Society again turned to Haydn in planning its Advent 1799 academy; the result of 
this partnership would change the Society’s future. Just months after its public premiere, Haydn 
gave the Society permission to mount his immensely popular oratorio, Die Schöpfung. Excitedly, 
Wranitzky penned “A thousand thanks to our benefactor!!!” in the meeting minutes.4 Haydn 
expressed three stipulations for the performance: 1) Wranitzky should play first violin, 2) the 
instruments and choir should be arranged as they were at the work’s premiere, and 3) the 
                                                 
3 “Mit innigsten Wonnegefühl und mit grösten dank.” A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: 
February 12, 1799, No. 6. 
4 “Tausend Dank dem Wohlthäter!!!”. A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle: November 4, 1799, 
No. 12. 
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audience should receive the librettos for free.5 Knowing the popularity of Haydn’s work, the 
Society decided to double its standard ticket prices, meaning that a ticket for the Parterre Noble 
was 2 fl and a box went for 9 fl. In so doing, Wranitzky believed they could make as much as 
2,000 fl more than their usual earnings. The higher prices did not detract the approximately 2,800 
eager audience members who attended the performances.6 In addition to taking in nearly 2,000 fl 
in ticket sales, the Society took in nearly 800 fl in donations, including a generous 500 fl from 
the Emperor Franz. Considering that Haydn had only been a member of the Society for a year, 
why was the organization so keen to take his recommendations on its programming? Perhaps this 
was a gesture of respect for the well-loved composer, or maybe the Society regretted its rift with 
the composer and hoped to make amends. It is also very possible that the Society saw the 
monetary gains it could make through performing Haydn’s works and sought opportunities to 
perform his music frequently. 
 Thereafter, performances of Haydn’s oratorios became ctitical to the Society’s success as 
a concert-sponsoring institution and as a financial enterprise.7 Nineteenth-century performances 
of Haydn’s works resulted in some of the Society‘s highest grossing academies by far greater 
margins than what was earned in the eighteenth century. The table below provides an overview 
of the Haydn Years including the gross income that each academy series generated.8  
 
                                                 
5 The free librettos resulted in a large expense for the Society. According to the account book, the Society 
spent 146 fl 22x 2 ducats on book printing. A-Wsa, Haydn-Verein B 5/29, Societäts-Rechnung vom Jahr 1799, 4tes 
Quartal, von 1st November bis ultimo January 1800, Extra Ausgaben. 
6 Here, I use Dexter Edge’s formula for calculating attendance figures. See Dexter Edge, “Mozart’s 
Reception in Vienna, 1787–1791,” in Wolfgang Amadè Mozart: Essays on his Life and his Music, ed. Stanley Sadie 
(Oxford: Clarendon Press, 1996), 80n45. 
7 Pohl gives a general overview of the Society’s repertoire, especially Haydn’s contributions, in the 
nineteenth century. See Pohl, 50–54. 
8 During the latter-half of the eighteenth century, wages and prices remained relatively stable, but after 
1800 there was more inflation, which could in part account for the higher profits generated. See Mary Sue Morrow, 
Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social Institution (Stuyvesant: Pendragon 
Press), 110–11. See also Alice M. Hanson, Musical Life in Biedermeier Vienna (Cambridge: Cambridge University 
Press, 1985), 14–33. 
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TABLE 25: Academy Gross Income during the Haydn Years9 
 
Date Work Gross Income  
1799 Die sieben letzten Worte 1,898 fl 
Die Schöpfung 4,774 fl 25x 
1800 Die Schöpfung 2,855 fl 53x 
Die Schöpfung 2,876 fl 7x 
1801 Die sieben letzten Worte 2,501 fl 37x 
Die Jahreszeiten 3,983 fl 44x 
1802 Die Jahreszeiten 2,705 fl 36x 
Die Jahreszeiten 2,184 fl 45x 
1804 Die Schöpfung 2,954 fl 21x 
Die Jahreszeiten 2,548 fl 46x 
1785 Die Schöpfung 3,511 fl 52x 
 
  
While, as seen in Chapter 5, oratorios were met with lukewarm success during the bulk of 
the 1790s, the Haydn Years—and Die Schöpfung in particular—seemingly gave the genre a 
newfound prominence. The 1799 performance of Die Schöpfung not only filled the Society’s 
purse, but it also was a source of pride for the members. In his compilation of academy finances 
(made in 1821), Stefan Franz gives Die Schöpfung a place of prominence on the page, making 
the letters large with dark ink.10 In Figure 22, note the size of “Die Schöpfung” in comparison to 
the titles of the 1798 academies. In Figure 23 (from a repertoire list also complied by Franz) the 
title of the work is in red and a large star is drawn to the left. Franz was not a member in 1799—
                                                 
9 The gross profits listed here were compiled in 1821 by Stefan Franz, a member of the Hofkapelle and the 
Tonkünstler-Societät. Franz’s calculations are for both academies combined and include the number of donations 
received each night. Therefore, while these numbers do not give an accurate indication of tickets sold, they do help 
indicate the popularity of an academy and/or musical work. A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862, 
“Ausweis der bey den Societaets Accademien von Anno 1772 bis 1844 aufgeführten Stücke, samt der Brutto und 
Netto Einahme und der sämtlichen Ausgaben.” The year 1803 is left out because, rather than performing works by 
Haydn, the Society performed Das heilige Grab by Ferdinand Pär [Ferdinando Paer] and Castor e Polluce by 
[Georg Joseph] Abbé Vogler. 
10 Franz was the Society’s secretary from 1825 to 1856. 
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he himself joined in 1810—but this imagery perhaps suggests the impact the performance had on 
the Society’s memory.11   
 
 
FIGURE 22: Die Schöpfung in Franz’s List12 
 
 
 
 
FIGURE 23: Die Schöpfung in the “General-Ausweis”13 
 
                                                 
11 On the reception of Haydn’s oratorios circa 1800, with particular focus on Baron Gottfried van Swieten’s 
Gesellschaft der Associierten, see Jen-yen Chen, “Musical Culture and Social Ideology in Vienna circa 
1800: Aristocratic Patronage and Bourgeois Reception of Joseph Haydn’s Oratorios,” Concentric: Literary and 
Cultural Studies 36, no. 1 (2010): 189–215. Die Schöpfung was also wildly popular in England. See Nicholas 
Temperley, Haydn: The Creation (Cambridge: Cambridge University Press, 1991).  
12 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1865, “Ausweis der bey den Societaets Accademien von 
Anno 1772 bis 1844 aufgeführten Stückie, samt der Brutto und Netto Einahme und der sämtlichen Ausgaben.”   
13 A-Wsa, Haydn-Verein B 1/8, “General Ausweis der Tonkünstler-Societät’s Academien von Jahre 1772 bis 
1865.” 
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Though performances of Haydn’s works were certainly profitable for the Society, these 
academies were also, in a way, a detriment to the oratorio genre. H. C. Robbins Landon points 
out that the 1808 performance of Il ritorno was the last Italian oratorio performed by the Society, 
because Haydn’s mammoth German oratorios “had dug an early grave for Italian-language 
productions.”14 This sentiment extends to other contemporary works in German that the Society 
performed that were not written by Haydn, including Ludwig van Beethoven’s Christus am 
Ölberg (1817), Joseph Leopold Eybler’s Die vier letzten Dinge (1818), Franz Schubert’s 
Lazarus,15 and Felix Mendelssohn’s Paulus (1856) and Elias (1857).  
After adding Die Schöpfung and Die Jahreszeiten to its repertoire, the Society 
commissioned fewer new oratorios. This is not surprising, since previous experience suggested 
that Haydn’s works would attract large audiences and generate a hefty profit. In fact, the 
Society’s repertoire during the nineteenth century was largely limited to oratorios by Haydn and 
George Frideric Handel, with works by contemporary composers only appearing occasionally. 
While the variety program was popular in the 1790s, the Society organized relatively few such 
academies through the nineteenth century, suggesting the audience’s renewed interest in large-
scale dramatic works.  
While the Society contributed much to oratorio repertoire in the eighteenth century, 
hardly any of its works, aside from Haydn’s Il ritorno in 1808 and Gassmann’s La Betulia 
Liberate in 1821, were revived in the nineteenth century. Therefore, the Society’s relationship to 
the genre seems to have rested in a state of stagnancy. This point is perhaps furthered when 
                                                 
14 H. C. Robbins Landon, Haydn Chronicle and Works, vol. 5: Haydn, The Late Years, 1801–1809 
(Bloomington: Indiana University Press, 1976–80), 377. 
15 The Society did not perform Schubert’s unfinished oratorio, Lazarus; however, Rita Steblin argues that 
the work may have been commissioned by the organization. See Steblin, “Who Commissioned Schubert’s Oratorio 
Lazarus? A Solution to a Mystery?” Schubert: Perspektiven 9, no. 2 (2009): 145–81. 
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considering the Society’s growing relationship with Handel’s works during the nineteenth 
century. By the middle of the century, the Society was performing Handel’s oratorios almost as 
often as Haydn’s. 
+++ 
With its yearly academies, the Tonkünstler-Societät greatly contributed to concert culture 
and the oratorio repertoire in eighteenth-century Vienna. That the Society chose to call itself the 
Tonkünstler-Societät (the Musical Artists Society) rather than simply the Society of Musicians, 
perhaps indicates how the Society viewed and projected itself to audiences, and the aura of 
prestige that it aimed to create. Its specific choice of words suggests that the organization wanted 
to establish itself as a group of elite musical artists, as opposed to a more comprehensive group 
of musicians. This assessment is corroborated by the fact that the institution was selective about 
the members admitted—preferring skilled practitioners of art music (and especially court 
musicians) to part-time church musicians or those who specialized in popular song or dance 
music. In this way, the organization could appeal to the wealthy and ruling classes, who carried 
an expendable income, and, ideally, could generate significant financial support through ticket 
sales and donations. The Society’s purpose as a charitable organization perhaps further tempted 
wealthy audience members interested in being seen at a concert with a mission to benefit those in 
need, or who genuinely wanted to contribute to the cause. Also, by choosing to host their 
concerts at the court theaters inside the city walls (rather than in the suburbs where the majority 
of the population was living), the Society’s convenient concert location further appealed to the 
city-dwelling aristocracy who would not have needed or wanted to travel far to be entertained. 
With time, it seems, the Society’s need to assert its membership as “musical artists” waned; in 
1862, the organization renamed itself the “Haydn, Witwen und Waisen-Versorgungs-Verein der 
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Tonkünstler in Wien” (Haydn, Widows and Orphans Care Society of Musical Artists in Vienna), 
in honor of the composer whose oratorios were regularly performed during the early nineteenth 
century and made an unparalleled financial impact on the organization’s income. By adopting the 
well-known composer’s name, it seems the Society chose to assert its identity through historical 
connections and popular appeal, in addition to the abstract idea of a “musical artist.”  
 The Society’s choice to commission and perform oratorios aligns with the goal of 
attracting an audience interested in “high” art music, but it also served practical purposes. The 
genre’s association in Vienna with entertaining wealthy audiences can be traced to its 
performances at court functions and its use as a substitute for operatic productions during the 
Lenten and Advent seasons. The goal of the oratorio in this instance was to provide audiences 
(who had enough money to spend on the pricy tickets) with theatrical entertainment that 
simultaneously conveyed religious and moral messages so as not to detract from the meaning of 
the liturgical season. But the choice of moral themes also corresponds to the Society’s 
overarching goals of bettering the lives of its members and their families. Themes of love, 
forgiveness, and faith in the Tonkünstler-Societät oratorios seem more fitting for a welfare 
organization than do the overtly dramatic themes—including murder, seduction, and the 
supernatural—that were acted out on operatic stages. As we have seen, the libretti may have also 
contained traces of political messages, whether discreet, as in Florian Gassmann’s La Betulia 
liberata and Leopold Kozeluch’s Moisè in Egitto, or direct, as in Franz Xavier Süssmayr’s Der 
Retter in Gefahr. In this way, the Society could convey the sensibilities of the Imperial family or 
present a call to arms, uniting elite audiences—and by extension the Habsburg Empire—in 
solidarity.  
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Initially, the oratorio seemed the best musical genre for Tonkünstler-Societät audiences 
for practical reasons. As mentioned previously, the theater calendar was largely restricted due to 
the opera and theater schedule, leaving the organization few days on which to host its concerts. 
The oratorio was one of a few genres that was permissible for public performance during the 
religious season. With the strong dramatic and musical similarities between oratorio and opera, 
the Society likely hoped that producing oratorios would attract comparable-sized audiences. 
Similarly, the oratorio could sustain relatively large performing forces through the orchestra, 
soloists, and choir—which played an important role in conveying the musical drama. Over time, 
following fluctuating ticket sales and seemingly lukewarm reception of some of its productions, 
the Society began questioning whether the oratorio was indeed the best medium for entertaining 
audiences and earning money to help sustain its social welfare program. As we have explored, it 
appears that the Society altered the structure of the oratorio to better align with the popularity of 
its operatic counterpart and, temporarily in the 1790s, the group seemingly discarded the genre 
altogether. 
+++ 
My interest in the Tonkünstler-Societät was piqued when I was nearing the end of my 
master’s thesis and I read a footnote in Mary Sue Morrow’s Concert Life in Haydn’s Vienna, 
stating that the Society had been afforded more significance in written history than it actually 
deserved. Skeptical of this claim and determined to learn more, I dove head first into the 
Society’s history and Vienna’s rich concert life after entering the PhD program at the University 
of Illinois. My interest was even furthered upon discovering that the last history of the Society—
Pohl’s roughly 50-page text (excluding appendices)—was written a century ago.16 After two 
                                                 
16 Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät 
(Vienna: 1871). 
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research trips to Vienna, countless hours translating, transcribing, and processing my findings, 
and many fruitful conversations with scholars, I’ve aimed to shed new light on the Society while 
also contributing to our understanding of the Society’s musical and organizational activities in 
eighteenth-century Vienna.  
 My primary incentives were to contribute a fresh look at the Society’s development, 
structure, and concert activities by exploring the organization’s rich archival materials and 
synthesizing my findings. Secondly, I sought to better understand the Society within the context 
of eighteenth-century Vienna and, more broadly, in comparison to the cities London and Paris, 
especially considering the need for mutual benefit societies and the development of public 
concerts. In Chapter 1, I explored the Society in context, thinking about why and how it was 
formed, as well as how it operated in terms of admitting membership, its structure and 
regulations, and how it cared for its beneficiaries. By evaluating the Society’s financial 
obligations against the income and expenses for eighteenth-century musicians, I considered what 
it meant to join the Society and to benefit from it. With this, my hope was to better understand 
the role the Society played in the broader network of mutual benefit institutions and in the lives 
of musicians. 
 My goal in Chapter 2 was to provide a deeper look at the academies sponsored by the 
Society—especially in terms of finances, concert attendance, and programming—to help us 
better understand their business of organizing concerts. The Society provides a unique case for 
this discussion, as some of the most expensive aspects of organizing a concert (including 
performers and the hall) were provided gratis, meaning that the Society was always positioned to 
turn a profit. That the Society hosted benefit concerts during the religious seasons gives insight 
into the audience attending academies and helps us see how and why repertoire was chosen. 
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Archival documents have revealed that the Society was constantly rethinking its programming to 
appeal to the constantly changing Viennese taste; I have explored such questions in my final 
chapters. By looking at specific musical examples, I’ve brought to light some of the stylistic 
shifts in oratorios, and discussed several works neglected in scholarship. I also explored the role 
allegory may have played in the Society’s programming, looking at works that seem to reference 
characteristics of Maria Theresa and Joseph II—the Society’s first patrons. Considering these 
ideals adds a new dimension to understanding how the organization chose its repertoire and what 
it hoped to accomplish through these messages.    
 Another important element of my research was showing that discussions of the 
Tonkünstler-Societät should not be limited to the organization itself, but can be expanded on and 
evaluated in terms of its broader context in eighteenth-century Vienna and Europe. In so doing, 
my work contributes to our understanding of concert sponsorship and organization as well as 
evaluating repertoire patterns in an ever-changing musical atmosphere. My work can also be 
considered in discussions of mutual benefit societies and the need for financial security and 
planning in a time before life insurance companies were formally established.  
 While there are still many aspects to explore in the Society’s history—particularly its role 
in the nineteenth and twentieth centuries—my work, I hope, will contribute to our ever-
expanding understanding of eighteenth-century Vienna and help spark more discussion on the 
Society’s role in culture and musical life. I also hope that I’ve shown that the Tonkünstler-
Societät’s entire legacy does not belong in a footnote. 
Although this dissertation has explored the Tonkünstler-Societät’s beginnings and place 
in eighteenth-century concert culture, questions still remain concerning the Society’s 
significance and programming into the nineteenth and twentieth centuries, which comprise 
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promising topics for further research. With the ascension of each reigning monarch, we may 
assume that the ruler enacted changes—perhaps based on finances, public taste, or personal 
preference—to Vienna’s entertainment scene. What were these modifications and how (if at all) 
did they impact the Tonkünstler-Societät? How did the organization react to new developments 
in concert life? Throughout the nineteenth century, similar institutions—including the 
Pensionsgesellschaft bildender Künstler (1788), the Gesellschaft der Musikfreunde (1812), and 
the Tonkünstler Pensions- und Unterstützungsverein “Carl Czerny”—arose and surely served as 
competitors for the Society, both in terms of membership and perhaps through concert 
attendance. What modifications did the Tonkünstler-Societät make to membership regulations 
and programming to compete with these other institutions?  
Though my interest in the Tonkünstler-Societät began by questioning a seemingly 
miniscule footnote in Mary Sue Morrow’s seminal book, over time it has expanded to consider 
issues of social welfare, politics, musical trends, and concert life. While I hesitate to say Morrow 
was incorrect in her statement, my work has shown that there is much more to glean from the 
Society, particularly in the composition and purpose of the organization, its significance in 
eighteenth-century Viennese musical culture, and the repertoire it commissioned. I hope that my 
work adds a new perspective to the ever expanding body of literature on eighteenth-century 
Vienna, specifically on the topics of social welfare and concert life, and that it will inspire others 
to pursue similar studies on the relationship between music, performance, and broader socio-
cultural concerns.    
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APPENDIX A: THE MEMBERSHIP OF THE 
TONKÜNSTLER-SOCIETÄT, 1771–1798 
 
The table below lists all of the members of the Tonkünstler-Societät who joined through 1798 
(the end of this study). A similar list appears in from Carl Ferdinand Pohl’s Denkschrift aus 
Anlass des hundertjährigen Bestehens der Tonkünstler-Societät (pp. 103–108), which is widely 
used and cited by scholars.1 There are a number of errors in Pohl’s edition, particularly with 
regard to dates, and inconsistencies in spellings. Using the resources available in the Society’s 
archives, which were held at the Stadt- und Landesarchiv, I have corrected and clarified Pohl’s 
table. A few documents are particularly helpful in checking the information that appears on this 
table: one document is in the Sondern-Akten box and was almost certainly the document Pohl 
used when creating his table.2 This document seems to have been written later (perhaps in the 
nineteenth century). The second list is in the opening pages of the Hauptbuch which, judging by 
the different styles of handwriting on the pages, seems to have been updated on a regular basis.3 I 
have abbreviated the location where I found the information as SA (Sondern-Akten) and HB 
(Hauptbuch). Both documents contain inconsistences, and to clarify these, I have consulted the 
meeting minutes (abbreviated SP).4 Here, the secretary recorded each member’s application, 
which offers information including birth date, instrument played, and employment. Most of the 
members who joined in 1771 and 1772 do not have membership applications copied into the 
Society’s minutes; therefore some information is incomplete. 
 
To understand the format of the table, a short explanation is necessary. 
 
The first column contains the number each member was assigned upon their admission. This is 
particularly helpful when looking through the Society’s documents, as the numbers are 
occasionally used in lieu of names. 
 
The second column contains the names of members, which were particularly difficult to sort out 
as one member’s name could appear in three different variations. If the member appeared in the 
New Grove (NG) and/or the Österreichischen Musiklexikons (OeML), I used this spelling.5 If 
not, I used the spelling that appeared most often in the Society’s archival resources. I also 
included alternate spellings as I encountered them; these are in parenthesis.  
 
The third column contains the primary instrument(s) that each member played, as far as I was 
able to confirm. For those who joined from 1772 on, their membership application as recorded in 
the meeting notes often contains what instrument the musician played and/or who they were 
employed by. Resources compiled by Dorothea Link, Ludwig Köchel, and Otto Biba were 
helpful in identifying musicians and their primary instruments, particularly before 1772 and 
                                                 
1 Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät 
(Wien: 1871). 
2 A-Wsa, Haydn-Verein 2.9.1.2 A 1/2, Sonder-Akten, “Mitglieder- und Witwenverzeichnisse, 1771–1860.” 
3 A-Wsa, Haydn-Verein 2.9.1.2 B4, Buchhaltungs- und Kassaangelegenheiten, 1771–1937, Hauptbuch. 
4 I’ve included shortened citations for the references to the Sitzungsprotokolle. They follow the formula: 
SP, year, agenda item.  
5 Unless otherwise indicated, my search was simply for the member’s name. 
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around 1783. The concert rosters were also helpful, but they do not exist until 1780. These 
documents often include last names only, leading to difficulties—especially with common names 
(such as Hoffmann). Thus, this data should be interpreted with care. 
 
The fourth and sixth columns contain the birth and death dates of each member, though in some 
cases (particularly with birth dates) they are unknown. I was able to add to Pohl’s table by 
consulting NG and OeML. Some of the dates are still unclear, perhaps due to discrepancies 
between birth and baptismal days, death and burial days, and potentially poor record keeping. 
The fifth column is the date members were accepted into the Society. The sixth column also 
shows those members who resigned (ausgetreten) or were expelled (ausgeschlossen) from the 
Society.   
  
The seventh column indicates the beneficiaries of Society funds, which are abbreviated as W for 
widow and P for Pupillen.  
 
The final column lists those members who served the Society in a leadership role (which is also 
noted in Appendix 2). Here, the goal was to better see how many members (against the total) 
actively participated in the governing of the organization. The abbreviations include: President 
(P), Vice President (VP), Secretary (S), Cashier (Ca), Controller (Co), Accountant (RF), Account 
Auditor (RR), and Assessor (A).
386 
 
No. 6 Name Instrument Birth7 Entrance 
Date8 
Death9 Benef.10 Service11 
1 Florian Gassmann Hofkapellmeister
12 
1729, May 3/413 1771, April 4 1774, Jan. 
20/21/2214 
W VP, A 
2 Anton Hoffmann Violin15 1723 1808/9, Feb. 
14/1516 
W SR, A 
3 Joseph Stadler Bass Singer17 1724, 4 March 1777, Jan. 5/618 W A 
4 Joseph Mayer Trumpet?19 1718 1801, Dec. 25  A 
5 Joseph Pable Regens Chori20 1731 1803, Aug. 28 W S, RF, A 
6 Johann Klemp Violin21 1746 1793, May 7 W  
                                                 
6 The numbers given each member correspond with those listed in the SA and HB. 
7 The HB does not include any birth dates, and the SA only includes birth dates beginning in 1778. Birth dates were often (but not always) included in 
the meeting minutes and occasionally included in the account books. Using NG and OeML, I’ve tried to include as many birth dates as possible. Unless 
otherwise cited, the dates below are found in Pohl. 
8 This date corresponds with the dates listed in the HB and SA. 
9 Unless otherwise cited, this date appears in both the HB and SA. 
10 The SA lists the beneficiaries. This information can also be cross referenced with the list of widows that appears in the SA box at the Stadt- und 
Landesarchiv. 
11 The service column was compiled based on the information found in Appendix B, which includes citations to the meeting minutes. The same 
information is reproduced in Pohl, 95–97 and 99–100.  
12 Dorothea Link, “Mozart’s Appointment to the Viennese Court,” in Words about Mozart: Essays in Honour of Stanley Sadie, ed. Dorothea Link with 
Judith Nagley (Woodbridge: The Boydell Press, 2005), 157 and Ludwig Ritter von Köchel, Die Kaiserliche Hof-Musikkapelle in Wien von 1543 bis 1867 
(Vienna: Becksche Universitäts-buchhandlung, 1869), 88. 
13 Pohl indicates that Gassmann was born on May 4, but NG and OeML place his birthday on May 3. 
14 There is some confusion as to Gassmann’s death day. According to NG it was on Jan. 20; OeML indicates the 21; and Pohl and SA list Jan. 22.  
15 Link, Mozart, 157. 
16 The HB indicates that Hoffmann died in 1809, while the SA indicates he died in 1808. Both the HB and SA indicate that Hoffmann died on Feb. 15, 
while Pohl and Köchel (p. 90) cite Feb. 14. 
17 Link, Mozart, 157; Köchel, 89. 
18 According to Link, Mozart, 157, and Köchel, 89, he died on Jan. 6, 1777. 
19 According to the concert rosters, the Society often engaged a trumpet player named “Josef Mayr.”  
20 Otto Biba, “Die Wiener Kirchenmusik um 1783,” in Beiträge zur Musikgeschichte des 18. Jahrhunderts, Jahrbuch für Österreichische 
Kulturgeschichte, (Eisenstadt: Herbert Schiefer, 1971), 37. 
21 Link, Mozart, 157; Köchel, 91. 
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7 Leopold Grebner Bass22  1793, April 1623  RR, A 
8 Aloysius Englhardt Violin24 1732 1784, Jan. 7 W, P  
9 Carl Friberth Tenor Singer25 1736, June 7 1816, Aug. 6  S, SR, 
RR, A 
10 Joseph Orsler 
[Orschler] 
Cello26 1736 1806, June 2 W RF, Co, 
A 
11 Andreas Reisser Bass?27  1805, June 
20/2928 
W  
12 Johann Michael 
Spangler 
Tenor Singer, 
Regens Chori29 
1721 1794, May 5 
Expelled30 
 SR, RR, 
A 
13 Johann Essmeister  1745 1773, April 28 W  
14 Joseph Starzer Composer, 
Violin31 
1728, Jan. 532 1771, April 10 1787, April 22 P A 
15 Franz Asplmayr Violin33 1728, April 234 1786, July 29 P A 
16 Jacob Payer [Peyer] Bassoon35 1718 1784, Jan. 7 W A 
17 Vittorino 
Colombazzo 
Oboe36  1780, March 29 
Expelled 
  
18 Anton Schultz Timpani(?)37 1717 1782, Feb. 3 W A 
                                                 
22 Link, Mozart, 158. 
23 The HB includes the entire date, which is expanded from Pohl, who only indicates the quarter during which Grebner died. 
24 Biba, 27. 
25 Biba, 25. 
26 Link, Mozart, 157; Köchel, 94. 
27 A performer named Riser is listed on the concert roster from 1784. 
28 According to the SA, Reisser died on June 20, while the HB cites June 29. 
29 Biba, 27. 
30 According to NG, Spangler died on June 4, less than a month after leaving the Society.  
31 NG 
32 NG: Expanded date and corrected year from 1727. The year listed by NG is his baptismal date. 
33 NG 
34 NG 
35 Biba, 46. 
36 Concert roster from 1780. 
37 The 1780 and 1781 Concert Rosters indicate someone named “Schultz” played the timpani parts. 
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19 Thaddäus Huber Violin38, Viola39 1742, May 840 1771, April 17 1798, Feb. 
25/2741 
W S, Ca, A 
20 Anton Pacher Alto Singer42 1729/3543 1796, March 1  A 
21 Ignaz Umlauf Organ,44 Viola45 1746, Aug. 2146 1796, June 8 W VP, RR, 
A 
22 Joseph Trani Violin47 170748 1771, April 25 1780, March 29 
Expelled 
 A 
23 Johann Nicholas 
Hoffmann 
Cello49 1721 1792, Dec. 7 W  
24 Joseph Hoffmann Violin50; Bass 
singer51 
1745 1805, Dec. 
11/1652 
W A? 
25 Wenceslas Müller Violin53 1736 1771, May 2 1794, July 24 W RF, Ca 
26 Alois Luigi 
Tomasini 
Violin54 1741, June 2255 1808, April 25  W, P  
                                                 
38 OeML; Köchel, 90. 
39 According to the Concert Rosters, Huber regularly played first stand viola. 
40 OeML: Expanded date and corrected year from 1744. 
41 The HB, SA, and Köchel (p. 90) cite Huber’s death as Feb. 25, while OeML indicates it was Feb. 27. 
42 Link, Mozart, 157; Köchel, 89. 
43 OeML lists both years as Pacher’s birth year. HB and SA only cite 1729. 
44 Biba, 25. 
45 OeML; Köchel indicates he was a substitute Kapellmeister beginning in 1793. Köchel, 92. 
46 OeML: Corrected year from 1756 and added month/date. 
47 OeML; Köchel, 90. 
48 OeML: Added year. 
49 Köchel, 91. 
50 Köchel, 90. 
51 Köchel, 89. 
52 Köchel lists Joseph Hoffmann’s death as December 11, 1805. Köchel, 89. 
53 Link, Mozart, 168; Köchel, 90. 
54 NG 
55 NG 
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27 Ignaz Straßer Organist56, 
Bass57 
 1783, Feb. 1658 
Resigned 
  
28 (Johann) Georg 
Straßer 
Regens Chori59  1783, Feb. 1660 
Resigned 
 A 
29 Josef Straßer   1772/3, June 261 
Resigned 
  
30 Bernhard Klemp Violin62  1795, May 1663  A 
31 Tobias Gsur Bass Singer64 1726/2765 1771, May 8 1794, May 20 W A 
32 Ferdinand Joseph 
Hoffmann 
Tenor Singer66 1725 1783, June 3/467 W A 
33 Thomas Woborzil Violin68 173469 1800, Jan. 14  A 
34 Anton Rudolff   1814, March 10 W  
35 Carl Huber Violin70 1715 1779, Jan. 
14/1571 
 A 
36 Cyrill Haberda Bass Singer72 1729 1795, 
April/May 2073 
W A 
                                                 
56 Biba, 35. 
57 Biba, 43. 
58 Pohl and SA indicate that Straßer resigned in 1783 (which is confirmed in the meeting notes), while the Hauptbuch indicates 1784. 
59 According to Biba, Straßer was a Regens Chori at five different churches. See Biba, 33. 
60 Pohl and SA indicate that Straßer resigned in 1783 (which is confirmed in the meeting notes), while the Hauptbuch indicates 1784. 
61 Pohl and SA indicate that Straßer resigned in 1772, while the Hauptbuch indicates 1773. 
62 Biba, 36. 
63 Pohl only includes the year, but the HB provides the full date. 
64 OeML; Köchel, 89. 
65 Pohl cites 1726, but OeML includes both dates. 
66 Link, Mozart, 157; Köchel, 89. 
67 The HB, SA, Köchel, and Pohl indicate that Hoffmann died on June 3, while Link lists June 4. Link, Mozart, 157.  
68 OeML; Köchel, 90. 
69 OeML. 
70 Link, Mozart, 157; Köchel, 90. 
71 The HB, SA, and Pohl indicate Huber died on Jan. 14, while Link and Köchel list Jan. 15. Link, Mozart, 157 and Köchel, 90. 
72 Link, Mozart, 168; Köchel, 89. 
73 Pohl, the HB, and Köchel indicate Haberda died in April, while the SA lists May. 
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37 Joseph Pacher Cello74 1715 1784, March 2  A 
38 Joseph Scholtz 
[Schulz] 
Timpani?75 1739 1771, May 15 1784, April 23 W  
39 Franziska Ullmann Alto Singer76 1712 1780, Oct. 17 W  
40 Joseph Scheidl Violin77 1751 1718, March 
28/978 
W S, RR, A 
41 Joseph Steffan 
[Josef Antonín 
Štĕpán ]79 
Keyboard 1726, March 14 1794, May 5 
Expelled 
  
42 Johann Riser Violin80 1732 1789, May 25 W  
43 Lorenz 
Wagenhoffer  
Violin81  1771, May 23 1798, Nov. 12 
Expelled 
 A 
44 Johann Baptist 
Paumann 
  1814, April 10   
45 Friedrich 
Pischelberger 
Bass82 174183 1777, Aug. 2184 
Expelled 
  
46 Jacob Nurscher Viola 1747 1814, March 22 W Co, A (?) 
47 Andreas 
Henneberg[er] 
Organ85 1731 1791, June 
23/2586 
W, P Ca, A 
                                                 
74 Biba, 24. 
75 A performer named Schultz is listed as a timpanist on the 1780 concert roster. 
76 Biba, 48. 
77 Link, Mozart, 168; Köchel, 90. 
78 Pohl indicates Scheidl died on March 29, while the SA and Köchel (p. 90) indicate he died on March 28. 
79 NG. 
80 Biba, 24. 
81 Biba, 36. 
82 NG under “Double bass.” 
83 NG under “Double bass.” 
84 Pohl and SA only include the year, but the HB provides the full date. 
85 NG, under “Johann Baptist Henneberg,” who was Andreas’s son. 
86 The HB and OeML indicate Henneberg died on June 23, while Pohl and SA indicate June 25. 
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48 Joseph 
Krottendorfer 
Tenor Singer87 1741, April 2688 1798, April 10 W A 
49 Michael Hoffer Violin  1771, May 29 1789, June 12 W  
50 Joseph Pirlinger Violin89 1726 1793, June 
17/1890 
  
51 Johannes Carl Gsur Bass Singer91 1735/Oct. 20, 
173492 
1798, June 
21/2293 
W  
52 Georg Summer 
[Sommer] 
Viola, Organ94 1742 1805, April 26 
Expelled 
  
53 Franz Kühtreiber   1777, Jan. 2295 
Resigned 
  
54 Jacob Errat[h] Viola, Organ96 1723 1800, Feb. 18 W  
55 Otto Heinrich 
Ponheimer 
Violin97 1729 1783, Sept. 21 
Expelled98 
  
56 Elias Fleischmann Copyist99  1782, Aug. 15 W  
57 Franz Steinmetz 
[Stainmitz] 
Horn100 1736 1783, Sept. 19 W A 
58 Matthias Tretter  1736 1771, Nov. 16 W  
                                                 
87 OeML; Köchel, 89. 
88 OeML. 
89 OeML; Köchel, 90. 
90 The HB and OeML indicate Pirlinger died on June 18, while Pohl and Köchel (p. 90) list June 17. 
91 OeML. 
92 Pohl lists 1735 but OeML gives the entire date. 
93 The HB, SA, and Pohl cite June 22, while OeML indicates June 21. 
94 Biba, 24; Köchel, 89. 
95 The HB includes the entire date, while Pohl and SA only include the year. 
96 Biba, 26. 
97 OeML. 
98 Pohl and the SA do not indicate that Ponheimer was expelled. 
99 The SP indicates that Fleischmann served as copyist for the Society until 1779. See discussion in Chapter 2. 
100 Pohl, 125. 
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59 Jacob Wöger101 Organ102 1731 1771, June 1 1778, July 5 W  
60 Carl d’Ordonez Violin103 1734, Aug. 16104 1784, Aug. 18 
Expelled105 
  
61 Václav [Wenzel] 
Pichl 
Violin106 1741, Sept. 25107 1804/5, Jan. 
23/24108 
W  
62 Ferdinand Arbesser Organ109 1719 1794, Dec. 12 W  
63 Florian Urban Bass Singer110  1788, July 23   
64 Gregor Piringer Alto Singer or 
Violin?111  
1741 1788, Dec. 4 P  
65 Simon Tischer 
[Discher] 
Chamber 
musicians for 
Archduke 
Ferdinand in 
Milan112  
 1771, July 1 1814, Qrtl. 1   
66 Anton Joseph 
Tischer 
[Discher] 
 1800, Sept. 
11113 
W  
67 Anton Rubisch 1727 1772, Jan. 23 1807, May 10 W  
68 Florian Kamnitius  1778, June 8 W  
69 Bonaventura 
Schröder 
 1782, Jan. 4 W  
                                                 
101 Pohl mistakenly identifies him as “Joseph”; both the HB and SA identify him as Jacob. 
102 Pohl, 127. 
103 NG. 
104 NG. 
105 The HB includes the complete date, while Pohl and the SA only indicate the year. 
106 NG. 
107 NG. 
108 NG indicates Pichl died on Jan. 23, while the HB indicates he died on Jan. 24. Both Pohl and the SA suggest he died Jan. 24, 1804, which I have 
corrected here. 
109 OeML; Köchel, 89. 
110 Concert roster, 1784. 
111 The concert roster for 1780 lists a violinist named Pirlinger and the concert roster for 1785 lists a soprano by the same name. Other rosters list both 
names on the same concert, suggesting two different performers. 
112 The membership record for both Simon and Anton Tischer is found at SP, 1771, Nos. 19 and 20. 
113 The HB reverses the death information for Simon and Anton Joseph Tischer; however, the list of widows in the SA indicates that “Anna Discher,” 
the wife of Anton, received financial support from 1800–1805.  
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[Schreder] Court Musicians 
from Furz Albert 
in Presburg114 
70 Gottfried Krau  1794, May 5 
Expelled 
  
71 Georg Ströck115  1794, Feb. 22 W  
72 Anton Dirschmid  1826, July 25116 W  
73 Michael Schlemmer Soprano 
Singer117 
 1772, April 1 1779, Aug. 11 
Expelled118 
  
74 Franz Weber 
[Wöber] 
Soprano 
Singer119 
 1774, Feb. 12 
Resigned? 120 
  
75 Adalbert Brichta Tenor Singer121 1730 1784, Aug. 18 
Expelled122 
  
76 Leopold Panschab 
[Ponschab] 
Tenor Singer123 1742, Nov. 25 1795, Jan. 6 W, P A 
77 Anton Ignaz 
Ulbrich 
Bass Singer,124 
Trombone125 
1706 1796, Dec. 14 W  
                                                 
114 The membership application for all six of these musicians is found at SP, 1772, No. 1. 
115 Pohl mistakenly spells the last name Streck. 
116 Dirschmid’s death date is not listed in HB or SA, thus this is the date listed in Pohl. The SA does indicate that Dirschmid’s widow received funding 
until 1830. 
117 Link, Mozart, 157; Köchel, 89. 
118 The HB provides the complete date, while SA and Pohl only include the year. 
119 Link, Mozart, 157; Köchel, 89. 
120 The HB incorrectly states that Weber was a member until August 22, 1778, and I could not find evidence in the meeting notes or in the annual reports 
that this was the case. Though the word “ausgetreten” is not used in the meeting minutes, it seems implied as Weber resigned because the yearly contribution 
payments of 12 f were cutting into his tiny court salary of 200 f. He requested a refund of his yearly payments, which he received without interest. Pohl and the 
SA only include the year; I have included the complete date based on the meeting minutes and annual reports.  
121 Link, Mozart, 157; Köchel, 89. 
122 The HB provides the complete date, while SA and Pohl only include the year. 
123 Link, Mozart, 157; Köchel, 89. 
124 Köchel, 89. 
125 NG under “Maximilian Ulbrich” and Köchel, 91. 
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78 Ferdinand 
Schallhaas 
Violin126 1727 1784, April 
17127 
  
79 Joseph Adam Violin128 1710 1787, April 29 W  
80 Matthäus Teyber 
[Teiber] 
Violin129 1711, June 25130 1785, Sept. 6 W  
81 Jacob Tuma Violin131 1727 1784, May 
7/8132 
W SR, A 
82 Franz Braun Violin133 1707 1772, April 1 1779, April 13 
Expelled134 
  
83 Wenzel Thomas Trombone135 1708 1775, Dec. 
19/20136 
W  
84 [Ignaz] Carl 
Ulbrich 
Trombone137  1814 
Expelled 
  
85 Michael Anton 
Steiner 
Bassoon138 1710139 1781, April 5140 P  
86 Joseph 
Kammermayer 
Bass141 1725 1790, May 22 W  
                                                 
126 Pohl (p. 124) indicates that Schallhaas was a violinist for the Hofkapelle, but his name does not appear on Köchel’s list. 
127 The HB and SP indicate that Schalhaas died on April 17, but the SA lists April 27. 
128 Link, Mozart, 157; Köchel, 90. 
129 OeML; Köchel, 90. 
130 OeML. 
131 OeML; Köchel, 90. 
132 The HB, SA, Köchel, and Pohl indicate Tuma died on May 8, while OeML lists May 7. 
133 Concert roster 1780; Köchel, 90. 
134 The HB includes the entire date, which I have added here. Though Braun was expelled in April 1779, he reentered the Society in August 1779. See 
membership number 115. 
135 Link, Mozart, 158; Köchel, 91. 
136 The HB, SA, and Pohl indicate Thomas died on Dec. 19, while Link and Köchel list Dec. 20. Link, Mozart, 158; Köchel, 91. 
137 Link, Mozart, 168; Köchel, 95. 
138 Link, Mozart, 158; Köchel, 91. 
139 OeML. 
140 The HB and OeML indicate Steiner died on April 5, while Pohl and the SA list April 15.  
141 Link, Mozart, 158. 
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87 Franz Kreibich Violin142 1728, June 2143 1787, April 
12144 
Expelled 
  
88 Johann Georg 
Albrechtsberger 
Organ145 1736, Feb. 3 1809, March 
7146 
W A 
89 Fridolin Ferstel147 Organ Maker148 1720 1785, May 20 W  
90 Joseph Wagner Announcer149, 
Instrument 
Diener150 
 1788, Dec. 7 W  
91 Joseph Franz Weigl Cello151 1740, May 19152 1772, June 2 1820, Jan. 25 W A 
92 Franz Haunold Regens Chori153  1772, Sept. 11 1805, April 11   
93 Johann [Baptist] 
Weiss 
Bass Singer154  1772, Nov. 26 1806, Oct. 16 W  
94 Cajetan Wutky Horn155 1735, Aug. 18156 1773, Sept. 13 1808, 3 Qrtl. 
Resigned 
  
95 Johann Adelmann Trombone157 1770 1773, Nov. 18 1794, May 5 
Expelled158 
  
                                                 
142 Link, Mozart, 157; Köchel, 90. 
143 OeML. 
144 The HB includes the full date, while Pohl and the SA only include the year. 
145 NG; Köchel, 89. 
146 The HB incorrectly states that Albrechtsberger died in 1808; the SA, NG, and OeML all indicate he died in 1809. 
147 The HB and SA list Ferstel’s first name as Fridolin, but the OeML listing suggests his name was Johann Fredrich. 
148 SP, 1772, No. 5. 
149 SP, 1772, No. 5. 
150 Link, Mozart, 158. 
151 SP, 1772, No. 7. 
152 Pohl lists the year 1741 for Weigl’s birth, but NG and OeML indicate the date listed here. 
153 SP, 1772, No. 11. 
154 SP, 1772, No. 12. 
155 OeML. 
156 OeML.  
157 SP, 1773, No. 7. 
158 Adelmann was expelled from the Society for one month and rejoined in 1794. See membership number 173. 
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96 Mathias Hofer Violin159  1773, Dec. 10 1797, Jan. 20 
Expelled 
  
97 Anton Wilf[l]ing Organ160  1774, April 9 1810, 3 Qrtl.161   
98 Stephan Försch Violin162  1774, May 13 1787, March 28 W  
99 Lucas Backer Flute163  1775, March 
15 
1795, June 26164 
Resigned 
  
100 Carl Schöringer Bass165  1775, March 
31 
1791, April 2166 W  
101 Anton Mellini Piano167  1775, Nov. 16 1776, Sept. 12 W  
102 Christian Lang Violin168  1775, Nov. 18 1810, Jan. 4 W A 
103 Georg Gartner Piano169  1776, May 29 1777, April 16 W  
104 Franz Xavier 
Hammer 
Cello170  1776, Aug. 29 1813, 1 Qrtl. 
Expelled 
  
105 Anton Sckrivanek Horn171 1744 1777, Feb. 19 1828, Oct. 14172   
106 Johann Georg 
Spangler 
Tenor173 1752, March 
22174 
1777, May 15 1802, Nov. 2 W A 
                                                 
159 SP, 1773, No. 8. 
160 SP, 1774, No. 7. 
161 The HB and SA indicate that Wilfling died in 1810, but do not give a date. 
162 SP, 1774, No. 8. 
163 SP, 1775, No. 2. 
164 While the SA and Pohl indicate that Backer resigned on May 8, the HB and SP indicate the date was actually June 26. 
165 SP, 1775, No. 3. 
166 The SA and Pohl indicate that Schöringer died on February 15, but the HB and SP indicate the date was actually April 2. 
167 SP, 1775, No. 12. 
168 SP, 1775, No. 13. 
169 SP, 1776, No. 5. 
170 SP, 1776, No. 8. 
171 SP, 1777, No. 2. 
172 Sckrivanek’s death day is not included in the HB or SA and is taken from Pohl. 
173 SP, 1777, No. 6. Köchel indicates he was also a substitute Kapellmesiter beginning in 1798. Köchel, 92.  
174 NG. 
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107 Johann Ignatz 
Willmann 
Violin, Flute, 
Cello175 
1739, Nov. 2176 1777, Aug. 21 1815, May 28177   
108 Clemens Messerer Trombone178 1724179 1777, Aug. 26 1816, Dec. 26 W  
109 Lorenz Grasel 
[Gräsel] 
Tenor180  1778, May 15 1805, June 15  A 
110 Johann Hörmann Horn181 1748 1816, July 17 W  
111 Joseph Zistler Violin182 1744183 1794, March 18 P  
112 Friedrich Zinke Oboe184 1745, May 27185 1778, Aug. 17 1809, June 12   
113 Johann Sperger Bass186 1750, March 
23187 
1779, Feb. 15 1812, May 13 W  
114 Wenzel Wawra Violin188 1738, Aug. 26189 1779, May 15 1794, May 10 W  
115 Franz Braun Violin190 1708, Dec. 6 1779, Aug. 21 1780, June 7 W  
                                                 
175 The meeting minutes (SP, 1777, No. 8) only refer to Willmann’s role as director for Count Johann Pálffy at Erdöd. NG lists the instruments he 
played. 
176 NG. Pohl mistakenly lists his birth year as 1768. 
177 The SA only lists the date (1813) of Willmann’s death and Pohl lists his death as March 7, 1813. The HB does not provide any date. I’ve chosen to 
use the date listed in NG. 
178 SP, 1777, No. 8. 
179 Pohl and OeML (under the “Familie Glöggl” entry) list this as the birth year. 
180 SP, 1778, No. 3. 
181 SP, 1778, No. 9. 
182 SP, 1778, No. 2. 
183 OeML. 
184 SP, 1778, No. 8. 
185 Zinke’s birthdate is not found in the meeting minutes, but it is in the account book for 1778. The birthdays for all of the members beginning with 
Zinke are recorded in the yearly account books. All of the dates listed in the account books match the meeting minutes and thus have not been cited below.  
186 SP, 1778, No. 16. 
187 SP, 1778, No. 16. 
188 SP, 1779, No. 12. 
189 SP, 1779, No. 12. 
190 Concert roster, 1780. 
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116 Franz Baldey Bass191 1748, Dec. 29192 1779, Nov. 16 1796, June 
14/15193 
 A 
117 Vittorino 
Colombazzo 
Oboe194  1780, May 16 1792, June 11195 W  
118 Johann Nepomuk 
Schillinger 
Bass196 1752, May 16197 1782, Oct. 15 W, P  
119 Leopold Klemp Violin198 1750, Nov. 7199 1780, Aug. 16 1816, April 7   
120 Antonio Salieri Hofkapellmeister
200 
1750, Aug. 18201 1825, May 7  P, VP, A 
121 Johann Franz 
Pfeiffer 
Violin, 
Bassoon202  
1756, Oct. 2203 1781, May 15 1801, April 5 
 
W  
122 Joseph Franz 
Mayer 
Trumpet204 1736, Dec. 29205 1807/8206 
Resigned 
  
123 Franz Xavier 
Steiner 
Bassoon207 1752, Jan. 5208 1811, Nov. 22 W  
                                                 
191 SP, 1779, No. 16. 
192 SP, 1779, No. 16. 
193 Pohl, the SA, and the HB indicate that Baldey died on June 14, while Köchel indicates that he died on June 15. Köchel, 94. 
194 Concert roster, 1780. 
195 The SA incorrectly indicates Colombazzo died in August 1792. The June 11 date is verified by the HB and SP. 
196 SP, 1780, No. 24. 
197 SP, 1780, No. 24. 
198 SP, 1780, No. 25. 
199 SP, 1780, No. 25. 
200 When Salieri joined, his entry read he was “Kammer Compositor.” SP, 1780, No. 37. 
201 Pohl mistakenly writes that Salieri was born on August 19, but the meeting minutes, SP, and NG confirm he was born on August 18. 
202 SP, 1781, No. 1. 
203 SP, 1781, No. 1. 
204 SP, 1781, No. 19. 
205 SP, 1781, No. 19. 
206 The SA indicates Mayer resigned in the fourth quarter of 1807, while the HB indicates he resigned in 1808. 
207 SP, 1781, No. 3. 
208 SP, 1781, No. 3. 
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124 Carl Franz Mayer Trumpet209 1735, July 5 1798/9, Jan. 
10210 
P  
125 Leopold Schmid Piano, Violin211 1746, Oct. 30212 1781, Aug. 16 1824, March 15 
Received ½ 
pension213 
 RR 
126 Felix Joseph 
Stadler 
Bass214 1754, Jan. 14215 1824, Sept. 30 W  
127 Wenzel Kautzner Bassoon216 1748, Nov. 6217 1793, June 2 P  
128 Johannes Went Oboe,218 English 
Horn219 
1745, June 27220 1782, Aug. 
16221 
1801, July 3 W  
129 Johann Nepomuk 
Stadler 
Clarinet222 1755, May 6223 1783, May 
15224 
1798, Nov. 12 
Expelled 
  
130 Martin Schlesinger Violin225 1754, Nov. 9226 1783, Aug. 16 1818, Aug. 12   
                                                 
209 SP, 1781, No. 19. 
210 The HB indicates he died in 1798, while the SA indicates he died in 1799. 
211 SP, 1781, No. 20. 
212 SP, 1781, No. 20. 
213 “bezog selbst eine halbe Pension,” SA. 
214 SP, 1781, No. 26. 
215 OeML indicates that Stadler was born on Jan.3, while the meeting minutes, SA, and Pohl indicate he was born on Jan. 14 
216 SP, 1781, No. 33. 
217 SP, 1781, No. 33. 
218 Köchel, 94. 
219 Concert roster, 1781. 
220 SP, 1782, No. 28. 
221 The SA and Pohl incorrectly indicate that Went was admitted on August 15; the HB and SP indicate he was admitted on August 16. 
222 OeML; Köchel, 94. 
223 SP, 1783, No. 29. 
224 The SA and Pohl incorrectly indicate that Stadler was admitted on May 6; the HB and SP indicate he was admitted on May 15. 
225 OeML. 
226 SP, 1783, No. 35. The Society included members 130–134 under the same agenda item. 
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131 Simon Kölbel Regens chori227 1737, April 6228 1806, July 20 W SR, RR, 
A 
132 Joseph Lobpreis Trumpet229 1750, Dec. 6230 1826, May 8  RR, A 
133 Georg Druschetzky Timpani, 
Oboe231 
1745, April 7232 1783, Sept. 6 1819, June 21 W  
134 Philipp 
Schindlöcker 
Cello233 1754, Oct. 25234 1784, Feb. 16 1827, April 16 W A 
135 Anton Teyber Piano, Organ, 
Cello235 
1756, Sept. 8236 1784, May 15 1822, Nov. 18 W  
136 Carl Joseph 
Schramm 
[Schramb] 
Violin237 1755, May 1 1785, Dec. 30 1816, Jan. 
10/13238 
W A 
137 Alois Novotni Organ; tenor 
singer239 
1759, Oct. 31 1786, Jan. 2 1797, Sept. 2 W  
138 Ignaz Kikher Viola240 1740, Aug. 24 1786, Jan. 5 1819, June 18 
Received 
temporary 
help241 
  
                                                 
227 SP, 1783, No. 35. 
228 SP, 1783, No. 35. 
229 SP, 1783, No. 35. 
230 SP, 1783, No. 35. 
231 The meeting notes list Druschetzky as a “Landschafts pauker” and composer, but the NG entry mentions his skills as an oboist. SP, 1783, No. 35. 
232 SP, 1783, No. 35. 
233 SP, 1783, No. 35. 
234 SP, 1783, No. 35. 
235 NG; Köchel indicates he was a composer for the court beginning in 1793. Köchel, 92. 
236 SP, 1784, No. 25. 
237 Concert roster, 1791. 
238 The SA indicates Schramm died on January 10, while the HB lists January 13.  
239 Concert roster, 1787. 
240 As Kicher, Concert roster, 1786. 
241 “bezog selbst eine Aushilfe,” SA. 
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139 Christof Sartori Bassoon242 1757, Aug. 15 1824, July 13 W  
140 Martin Rupp Horn243 1748, March 
12244 
1786, April 26 1849, June 8 W  
141 Johann Carl 
Hagenauer 
Tenor245 1757, April 14246 1806, May 15 W  
142 Georg Sedler Cello, Viola247 1750, Aug. 13248 1786, Aug. 1 1829, July 27  A 
143 Michael Stadlmann Court Lute 
Maker, Viola249 
1746, Jan. 17250 1786, Nov. 16 1813, March 10   
144 Matthias 
Altmütter251 
Violin252 1760, Feb. 17253 1787, April 2 1821, Sept. 14 W  
145 Wenzel Ružička Viola, Organ254 1757, Sept. 8255 1787, Sept. 8 1823, July 21   
146  Joseph Ignaz 
Leutgeb 
Horn256 1732, Oct. 6/8257 1787, Nov. 16 1811, Feb. 27 W  
147 Georg Perger Piano258 1761, Feb. 6259 1788, Sept 20 1811, Feb. 4 W A 
                                                 
242 Concert roster, 1784. 
243 SP, 1786, No. 10. 
244 SP, 1786, No. 10. 
245 SP, 1786, No. 7. 
246 SP, 1786, No. 7. 
247 SP, 1786, No. 21. Köchel lists a Joseph Sedler (with the same death date as listed above) as a violist. Köchel, 94. 
248 SP, 1786, No. 21. 
249 SP, 1786, No. 12. Köchel, 94. 
250 SP, 1786, No. 12. 
251 Pohl and Köchel spell his name Altmüller. 
252 SP, 1787, No. 2. 
253 SP, 1787, No. 2. 
254 SP, 1787, No. 23. OeML; Köchel, 93. 
255 SP, 1787, No. 23. 
256 SP, 1787, No. 25. 
257 While the SA and NG indicate Leutgeb was born on October 8, the meeting minutes and account book indicate he was born on the 6th. SP, 1787, No. 
25. 
258 SP, 1788, No. 7. 
259 SP, 1788, No. 7. 
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148 Lorenz Renner Organ260 1753, Sept. 19261 1788, Sept. 
17262 
1805, March 7 W  
149 Joseph Stadler Oboe263 1739, March 4264 1808/9, March 
7265 
 
W266  
150 Joseph Axman Violin267 1742, March 3268 1790, Nov. 
16269 
1812, April 27 P  
151 Johann Joseph Paul 
Glöggl 
Trombone270 1739, Jan. 25271 1791, Feb. 15 1806, May 
27/8272 
W, P  
152 Johann Nicolaus 
Scholl 
Flute273 1749, Dec. 23274 1791, April 18 1822, April 4 
 
Received 
help275 
 
153 Wenzel Ruschizka Oboe276 1750, April 16277 1791, April 21 1831, Jan. 6 
 
Received 
½ 
pension
278 
 
                                                 
260 SP, 1778, No. 18. 
261 SP, 1778, No. 18. 
262 The SA and Pohl incorrectly indicate that Stadler was admitted in September; the HB and SP indicate he was admitted in November. 
263 SP, 1788, No. 19. 
264 SP, 1788, No. 19. 
265 The HB indicates Stadler died in 1808, while the SA indicates 1809. 
266 “Bezog selbst eine Aushilfe durch 11 Jahren, den die Wittwe.” The SA indicates that Stadler received 11 years of help, and then his widow received 
pension.  
267 SP, 1789, No. 12. 
268 SP, 1789, No. 12. 
269 The HB and SP indicate Axman was admitted on November 16, while Pohl and the SA indicate Nov. 15. 
270 SP, 1791, No. 4. 
271 SP, 1791, No. 4. 
272 While the sources from the Society’s archive indicate Glöggl died on May 27, OeML lists May 28. 
273 SP, 1791, No. 13. 
274 SP, 1791, No. 13. 
275 “bezog selbst eine Aushilfe,” SA. 
276 SP, 1791, No. 7. 
277 SP, 1791, No. 7. 
278 “bezog als Aushilfe eine halbe Witw.-Pension 1829–31,” Pohl, 107. 
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154 Johann Georg Pöck Tenor Singer; 
Viola?279 
1753, March 
24280 
1791, July 18 1804, Jan. 2 P  
155 Anton Kraft Cello281 1749, Dec. 30282 1791, Aug. 
16283 
1820, Aug. 28 W  
156 Peter Fuchs [Fux] Violin284 1753, Jan. 22285 1791, Dec. 15 1831, June 15 W A 
157 Franz de Paula 
Hofer 
Violin286 1755, Jan. 9287 1792, Jan. 9 1796, June 14 W, P  
158 Bartholomäus 
Bondra 
Tenor Singer288 1758, Aug. 18289 1792, Nov. 16 1829, Sept. 21 W, P  
159 Leopold Seegner Trombone290 1762, Nov. 3291 1792, Nov. 16 1834, Oct. 10   
160 Ignaz Spangler Tenor Singer292 1757, Oct. 31293 1793, Jan. 3 1811, Dec. 
5/7294 
W  
161 Paul Wranitzky Violin, Orchestra 
Director295 
1756, Dec. 30296 1793, Feb. 15 1808, Sept. 26 W S 
                                                 
279 A concert roster from 1780 indicates a musician named Pöck sang tenor in the chorus, while a concert roster from 1781 indicates someone by that 
same name played viola. It is unclear if this was the same person or different people.  
280 SP, 1791, No. 19. 
281 SP, 1791, No. 20. 
282 Though the SA and SP indicates that Kraft was born in 1752, the entry in OeML explicitly states this year is incorrect, and that Kraft was born in 
1749. 
283 The HB and SP indicate Kraft was admitted on August 16, while the SA and Pohl indicate August 15. 
284 SP, 1792, No. 2. 
285 SP, 1792, No. 2. 
286 SP, 1792, No. 3. 
287 SP, 1792, No. 3. 
288 SP, 1792, No. 17. 
289 SP, 1792, No. 17. 
290 SP, 1792, No. 14. 
291 SP, 1792, No. 14. 
292 OeML. 
293 SP, 1792, No. 23. 
294 Köchel indicates that Ignaz Spangler died on December 5, 1811. Köchel, 92. 
295 SP, 1793, No. 3. 
296 SP, 1793, No. 3.  
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162 Zeno Franz Menzl Violin297 1757, Oct. 12298 1815, 2 Qrtl. 
Resigned 
 A 
163 Philipp Matthias 
Teimer 
English Horn299 1761, April 30300 1807, May 30 
Expelled 
  
164 Joseph 
Zahradniczek 
Trumpet301 1748, April 5302 1793, July 3 1828, Dec. 26 W  
165 Adam Stiebeck 
[Stieböck] 
Piano303 1760, Feb. 4304 1818, Aug. 2 W  
166 Friderich 
Maximilian 
Koberwein 
Organ305 1760, Oct. 12306 1821, July 8 W, P  
167 Wenzel Sukowaty Viola, Copyist307 1746, July 31308 1810, July 9309 P  
168 Georg Stengel Bass310 1760, July 3311 1793, Aug. 16 1807, Feb. 18 
Expelled 
  
169 Johann Georg Lickl Organ312 1769, April 11313 1793, Nov. 16 1820, 3 Qrtl.   
                                                 
297 SP, 1793, No. 4. 
298 SP, 1793, No. 4. 
299 SP, 1793, No. 5. 
300 SP, 1793, No. 5. 
301 SP, 1793, No. 10. 
302 SP, 1793, No. 10. 
303 SP, 1793, No. 9. 
304 SP, 1793, No. 9. 
305 SP, 1793, No. 11. 
306 SP, 1793, No. 11. 
307 SP, 1793, No. 17. 
308 SP, 1793, No. 17. 
309 The HB indicates that Sukowaty died in June, but the SA and NG list July. 
310 SP, 1793, No.12. 
311 SP, 1793, No.12. 
312 SP, 1793, No. 16. 
313 SP, 1793, No. 16. 
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170 Gabriel Lendway Horn314 1760, June 10315 1806, June 6 P  
171 Joseph Czerwenka Oboe316 1759, Sept. 6317 1835, June 23   
172 Willibald Lotter 
[Lother] 
Horn318 1762, Nov. 8319 1794, May 15 1829 
Resigned320 
  
173 Johann 
Adelmann321 
Trombone 1770 1794, June 17 1803, July 29 W  
174 Franz Alexander 
Pössinger 
Violin322 1766, Dec. 
16/17323 
1794, Nov. 17 1827, Aug. 19 W A 
175 Michael Perschl Bass324 1755, Feb. 7 1805, April 10 W, P  
176 Giacomo [Jacob] 
Conti 
Violin325, 
Orchestra 
director326 
1754, May 24 1796, Feb. 15 1805, Jan. 24 W  
177 Johann Pegrzil Piano327 1763, Sept. 3328 1800, May 12 
Expelled 
  
178 Johann Baptist 
Henneberg 
Organ329 1768, Dec. 5/6330 1796, Nov. 16 1822, Nov. 
26/27331 
W  
                                                 
314 SP, 1793, No. 22. 
315 SP, 1793, No. 22. 
316 SP, 1793, No. 21. 
317 SP, 1793, No. 21. 
318 SP, 1794, No. 12. 
319 SP, 1794, No. 12. 
320 This information is provided by Pohl, but not included in the SA or HB. 
321 Adelmann joined the Society in 1773, but was expelled. He was readmitted in 1794. See entry No. 95. 
322 OeML; Köchel, 94. 
323 OeML indicates that Pössinger died on Dec. 16, while the SA indicate Dec. 17. 
324 SP, 1794, No. 60. 
325 OeML; Köchel, 94. 
326 SP, 1795, No. 8.  
327 SP, 1795, No. 36. 
328 SP, 1795, No. 36. 
329 SP, 1796, No. 50. 
330 SP, 1796, No. 50. NG indicates Henneberg was born on Dec. 5.   
331 NG, OeML, and Köchel indicate Henneberg died on Nov. 26, while the SA indicate Nov. 27. 
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179 Jan Baptysta 
Kleczyński 
Violin332 1756, June 14333 1828, Aug. 
6/8334 
P  
180 Emanuel Aloys 
Förster 
Composer, 
Music 
Instructor335 
1748, Jan. 26336 1797, Feb. 15 1823, Nov. 12 W  
181 Joseph Hoffmann Violin337 1765, March 14 1825, 3 Qrtl. 
Resigned 
  
182 Franz Czerwenka Bassoon338 1745, Oct. 14339 1797, Aug. 16 1801, April 27 W  
183 Joseph Haydn Composer 1732, March 
31340 
1797, Dec. 4 1809, May 31  A 
 
 
 
                                                 
332 SP, 1796, No. 49; Köchel, 94. 
333 NG indicates Kleczyński was born on April 14, but the SA, SP, and OeML indicate he was born on June 14.  
334 OeML, NG, and Köchel indicate that Kleczyński died on Aug. 6, 1828, not Aug. 8 as listed in the SA. 
335 NG. 
336 SP, 1796, No. 12. 
337 OeML; Köchel, 94. 
338 OeML; Köchel, 95. 
339 SP, 1797, No. 22. 
340 The SA indicate that Haydn was born on April 1, 1732. I have chosen to use the date found in NG and OeML. 
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APPENDIX B: THE LEADERSHIP OF THE 
TONKÜNSTLER-SOCIETÄT, 1771–17981 
 
Protector 
1771–1775: Graf Johann Wenzel von Spork, k. k. Hof- u. Kammer-Musikdirector, Oberst-         
         Landhofmeister2 
1775–1776: Fürst Johann Joseph Khevenhüller-Metsch, erster k. k. Obersthofmeister3 
1776–1782: Fürst Joseph Adam Johann Nepomuk Schwarzenberg, erster k. k. Obersthofmeister4 
1783–1788: Fürst Georg Adam Starhemberg, k. k. Obersthofmeister5 
1788–1791: Fürst Wolf Franz Xaver v. Rosenberg, k. k. Oberstkämmerer6 
1791–1796: Graf Johann Wenzel v. Ugarte, k. k. Musikdirector, then Hofmusikgraf7 
1796–1818: Graf Johann Ferdinand Kuefstein, k. k. Hofmusikgraf, k. k. Kämmerer c, Hofrath,  
        Obersterbland-Silberkämmer8 
 
President (P)/Vice President (VP) 
1771–1775: Spork (P)9 
1772–1774: Florian Gassmann (VP)10 
1774–1788: Joseph Bonno (VP/P)11 
1788–1794: Antonio Salieri (P)12 
1788–1794: Ignaz Umlauf (VP)13 
1795–1829: Salieri (VP)14 
1795: Ugarte (P)15 
1796–1818: Kuefstein (P)16 
 
                                                 
1 Information from this appendix was derived from Carl Ferdinand Pohl, Denkschrift aus Anlaß des 
hundertjährigen Bestehens der Tonkünstler-Societät, (Vienna: 1871), 95–97 and 99–100. I checked all of this 
information against the Society’s meeting minutes. I’ve included shortened citations for the references to the 
Sitzungsprotokolle. They follow the formula: SP, year, agenda item. 
2 SP, 1771, No. 1. 
3 SP, 1775, No. 5. 
4 SP, 1776, No.11. 
5 Starhemberg seems to have played a minimal role in Society activities. I could find no mention of him in the 
Society’s minutes from 1785; however, he was mentioned in SP, 1785, Nos. 1 and 15. The Index to the Society’s 
minutes indicates that he served as protector since 1783. 
6 SP, 1788, No. 15. 
7 SP, 1791, No. 12. 
8 SP, 1796, No. 52. 
9 SP, 1771, No. 3. Spork offered to assume the presidency since the aging Kapellmesiter Georg Reutter was 
uninterested. 
10 SP, 1772, No. 6. 
11 As VP: SP, 1774, No. 1; As P: SP, 1775, No. 8. 
12 SP, 1788, No. 6. 
13 Pohl (p. 96) errs in stating Umlauf was vice president from 1794–96. He actually assumed this position in 
1788 (SP, 1788, No. 10) and is no longer listed in the meeting minutes beginning in July 1794. By this time, Salieri 
was vice president and it makes little sense that the Society would have two members in this role.  
14 Salieri was listed as vice president in the meeting notes from Oct. 16, 1795. 
15 Ugarte was first listed as president in the meeting notes from Dec. 11, 1795. 
16 SP, 1795, No. 52. 
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Secretary 
1771: Joseph Pable17 
1778: Thaddäus Huber18 
1780: Joseph Scheidl19 
1782: Carl Friberth20 
1785: Scheidl21 
1794: Paul Wranizky22 
 
Accountant (Rechnungsführer) 
1771: Wenceslas Müller23 
1777: Joseph Pable24 
1785: Joseph Orsler25 
1786: Müller26 
1794: Pable27 
 
Cashier (Cassier) 
1771: Wenceslaus Müller28 
1777: Andreas Henneberg[er]29 
1791: Thaddäus Huber30 
 
 
Controller (Controlor) 
1778: Joseph Orsler31 
1786: Jacob Nurscher32 
1794: Orsler33 
 
Account Auditor (Rechnungs-Revisor) 
1778: Joseph Scheidl34 
1779: Ignaz Umlauf, Carl Friberth (Super-
 Revisor)35 
1780: Carl Friberth, Jacob Tuma and  
 Johann Michael Spangler (Super-
 Revisors)36 
1781: Tuma, Anton Hoffmann (Super-
 Revisor)37 
1783: Johann Michael Spangler38 
1784: Leopold Grebner, Simon Kölbel 
 (Super-Revisor)39 
1785: Kölbel, A. Hoffmann (Super-
 Revisor)40 
1786: Leopold Schmid41 
1794: Joseph Lobpreis42
 
 
                                                 
17 SP, 1771, No. 5. 
18 SP, 1778, No. 7. 
19 SP, 1780, No. 26. 
20 SP, 1782, No. 42. Pohl indicates that Friberth 
began as secretary in 1783; however, the SP indicates 
he began the position in October 1782. 
21 SP, 1785, No. 29. Pohl indicates that Scheidl 
began the position in 1786; however, the SP indicates 
he began the position in October 1785. 
22 SP, 1794, No. 40. 
23 SP, 1771, No. 5. 
24 SP, 1777, No. 9. 
25 SP, 1785, No. 15. 
26 SP, 1786, No. 23. 
27 SP, 1794, No. 39. 
28 SP, 1771, No. 5. 
29 SP, 1777, No. 12. 
30 SP, 1791, No. 16. 
31 SP, 1778, No. 7. 
32 SP, 1785, No. 37. 
33 SP, 1794, No. 39. 
34 SP, 1778, No. 7. 
35 SP, 1779, No. 3. 
36 SP, 1780, No. 18. 
37 SP, 1781, No. 27. 
38 SP, 1783, No. 1. 
39 SP, 1784, No. 12. 
40 SP, 1785, No. 27. 
41 SP, 1786, No. 1. 
42 SP, 1794, No. 39. 
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ASSESSORS 
 
Below is a list of all the Tonkünstler-Societät members who served as assessors between 1771–
1798.1 The members’ names appear in the meeting minutes near the top of the page, where the 
secretary recorded the attendees at each meeting. After elections, the Society included the names 
as a meeting agenda item, where the results were included in a table (senior assessors were listed 
on the left while junior assessors were listed on the right). I’ve done my best to distinguish senior 
and junior assessors, but occasionally the names were included in one long list, making the 
distinction somewhat difficult. In such cases, the older members are usually listed at the top and 
the younger members appear later. The names listed in bold are members new to that particular 
year. I’ve included an indication as to who left the position in parentheses. 
   
 
17712 
Senior 
Joseph Trani 
Florian Gassmann (until 1772) 
Joseph Starzer 
Anton Hoffmann 
Joseph Stadler 
Franz Asplmayr 
 
Junior 
Tobias Gsur 
Ferdinand Joseph Hoffmann 
Thomas Woborzil 
Joseph Mayer 
Thaddäus Huber 
Jacob Payer 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                 
1 For more on the job of an assessor, see Chapter 1. 
2 SP, 1771, No. 5. 
3 SP, 1772, No. 6.  
 
 
17723 
Senior 
Joseph Trani 
Joseph Starzer 
Anton Hoffmann 
Felix Joseph Stadler (until 1775) 
Franz Asplmayr (until 1775) 
Joseph Orsler 
 
Junior 
Tobias Gsur 
Ferdinand Joseph Hoffmann 
Thomas Woborzil 
Joseph Mayer 
Thaddäus Huber 
Jacob Payer (until 1775) 
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17754 
Senior 
Joseph Trani (until 1776) 
Joseph Starzer 
Anton Hoffmann 
Ferdinand Joseph Hoffmann 
Joseph Mayer (until 1776) 
Carl Huber 
 
Junior 
Thomas Woborzil 
Thaddäus Huber 
Joseph Orsler 
Tobias Gsur 
Andreas Henneberg[er] 
Johann Michael Spangler 
 
17765 
Senior 
Joseph Starzer 
Joseph Orsler 
Carl Huber 
Andreas Henneberg[er] 
Johann Michael Spangler 
Franz Steinmetz 
 
Junior 
Tobias Gsur 
Thomas Woborzil (until 1777) 
Thaddäus Huber 
Anton Hoffmann 
Ferdinand Joseph Hoffmann 
Joseph Pacher 
 
 
 
 
 
 
 
 
 
                                                 
4 SP, 1775, No. 10.  
5 SP, 1776, No. 7.   
 
 
17776 
Senior 
Joseph Starzer 
Joseph Orsler 
Carl Huber 
Andreas Henneberg[er] 
Johann Michael Spangler (until 1778) 
Joseph Pacher 
 
Junior 
Tobias Gsur (until 1778) 
Thaddäus Huber 
Anton Hoffmann (until 1778) 
Ferdinand Joseph Hoffmann (until 1778) 
Franz Steinmetz (until 1778) 
Joseph Scheidl 
 
17787 
Senior 
Joseph Starzer 
Joseph Orsler 
Carl Huber (until 1779) 
Andreas Henneberg[er] 
Thaddäus Huber 
Joseph Scheidl 
 
Junior 
Joseph Pacher (until 1779) 
Jacob Tuma 
Carl Friberth 
Anton Schulz (until 1779) 
Ignaz Umlauf 
Thomas Woborzil (until 1779) 
 
 
 
 
 
 
 
 
 
6 SP, 1777, No. 4.  
7 SP, 1778, No. 6.  
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17798 
Senior 
Joseph Starzer 
Jacob Tuma 
Carl Friberth 
Joseph Mayer (until 1780) 
Johann Michael Spangler 
Ignaz Umlauf 
 
Junior 
Thaddäus Huber 
Joseph Orsler 
Andreas Henneberg[er] 
Joseph Scheidl 
Georg Straßer 
Franz Steinmetz (until 1780) 
 
17809 
Senior 
Joseph Starzer 
Jacob Tuma 
Carl Friberth 
Johann Michael Spangler 
Ignaz Umlauf 
Ferdinand Joseph Hoffmann 
 
Junior 
Thaddäus Huber (until 1781) 
Joseph Orsler 
Andreas Henneberg[er] 
Joseph Scheidl 
Georg Straßer (until 1781) 
Anton Hoffmann 
 
 
 
 
 
 
 
                                                 
8 SP, 1779, No. 2.  
9 SP, 1780, No. 5.  
10 SP, 1781, No. 7.  
11 SP, 1783, No. 6. 
 
178110 
Senior 
Joseph Starzer 
Jacob Tuma 
Ignaz Umlauf (until 1783) 
Johann Michael Spangler 
Ferdinand Joseph Hoffmann 
Anton Hoffmann 
 
Junior 
Joseph Orsler 
Andreas Henneberg[er] 
Joseph Scheidl (until 1783) 
Carl Friberth 
Christian Lang 
Georg Albrechtsberger (until 1783) 
 
178311 
Senior 
Joseph Starzer 
Ferdinand Joseph Hoffmann (until 1784) 
Jacob Tuma 
Franz Asplmayr (until 1784) 
Antonio Salieri 
Anton Hoffmann/Thaddäus Huber12 
 
Junior 
Carl Friberth 
Johann Michael Spangler 
Andreas Henneberg[er] 
Christian Lang (until 1784) 
Joseph Orsler 
Joseph Krottendorfer (until 1784) 
 
 
 
 
 
 
 
12 The meeting notes indicate that either Anton 
Hoffmann or Thaddäus Huber would be the sixth 
senior assessor. While Hoffmann attended the next 
meeting, SP, 1783, No. 15 indicates Huber would be 
the assessor. 
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178413 
Senior 
Joseph Starzer 
Jacob Tuma (until 1785) 
Lorenz Grasel 
Simon Kölbel (until 1785) 
Antonio Salieri 
Thaddäus Huber (until 1785) 
 
Junior 
Carl Friberth 
Johann Michael Spangler 
Andreas Henneberg[er] 
Joseph Orsler 
Leopold Grebner 
Johann Georg Spangler  
 
178514 
Senior 
Joseph Starzer (until 1786)  
Ignaz Umlauf 
Antonio Salieri (until 1786) 
Leopold Grebner (until 1786) 
Franz Asplmayr (until 1786) 
Anton Hoffmann 
 
Junior 
Carl Friberth (until 1786) 
Johann Michael Spangler (until 1786) 
Andreas Henneberg[er] (until 1786) 
Joseph Orsler (until 1786) 
Johann Georg Spangler (until 1786) 
Lorenz Grasel (until 1786) 
Joseph Pable15 (until 1786) 
 
 
                                                 
13 SP, 1784, No. 11. This entry lists the 
members, presumably by number of votes. I have 
clarified senior and junior assessors using the next 
meeting’s minutes. 
14SP, 1785, No. 6. 
15 The list in the meeting minutes seems to 
indicate the Society had 13 assessors this year.  
16 In 1786, only six members and Joseph Scheidl 
(who served as actuary) served as assessors and 
attended the Society’s meetings. Salieri was also 
178616 
Senior 
Thaddäus Huber 
Anton Hoffmann 
Ignaz Umlauf (until 1788) 
 
Junior 
Christian Lang 
Leopold Panschab 17 
Simon Kölbel 
 
 
178818 
Senior 
Thaddäus Huber  
Anton Hoffmann 
Christian Lang 
 
Junior 
Leopold Panschab (until 1789) 
Simon Kölbel 
Lorenz Grasel 
 
178919 
Senior 
Thaddäus Huber (until 1794) 
Anton Hoffmann (until 1794) 
Christian Lang (until 1794) 
 
Junior 
Simon Kölbel (until 1794) 
Lorenz Grasel (until 1794) 
Carl Friberth or Joseph Hoffmann20 
 
 
 
present, but served as vice president instead of 
assessor. 
17 Pohl indicates Ponschab became an assessor in 
1787, but he appears in this role in the meeting 
minutes from 1786. 
18 In 1788, only six members and Scheidl (who 
served as actuary) served as assessors and attended 
the Society’s meetings. SP, 1788, No. 5. 
19 SP, 1789, Nos. 4 and 8. 
20 It was not decided who would hold this 
position. 
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179421 
Senior 
Joseph Mayer 
Joseph Pable 
Carl Friberth 
Joseph Orsler 
Bernhard Klemp  
Cyrill Haberda (until 1795) 
Georg Albrechtsberger22 
 
Junior 
Philipp Schindlöcker 
Franz Baldey 
Zeno Franz Menzl  
Johann Georg Spangler 
Joseph Weigl 
Leopold Panschab (until 1795) 
 
179523 
Senior 
Carl Friberth 
Joseph Mayer 
Joseph Scheidl 
Joseph Pable 
Joseph Orsler 
Lorenz Wagenhofer 
 
Junior 
Philipp Schindlöcker 
Franz Baldey (until 1796) 
Zeno Franz Menzl 
Johann Georg Spangler 
Joseph Weigl 
Georg Sedler 
 
                                                 
21 With the restructuring of the Society’s 
leadership in mid-1794, the list of assessors changed 
frequently. The list above represents the members 
who attended the Oct. 24, 1794 meeting, which took 
place after the bulk of the restructuring was complete. 
22 Albrechtsberger is listed, but he did not attend 
any meetings after this date. 
23 This list was compiled based on those who 
attended meetings in 1795. The full list is printed in 
December 11, 1795. 
24 SP, 1796, No. 16. 
25 A note in the meeting minutes indicates that 
Bernhard Klemp and Ignaz Umlauf had died and that 
179624 
Senior 
Carl Friberth (until 1797) 
Joseph Mayer 
Joseph Pable (until 1797) 
Joseph Orsler (until 1797) 
Lorenz Wagenhofer (until 1797) 
Joseph Scheidl25 
 
Junior 
Philipp Schindlöcker 
Zeno Franz Menzl (until 1797) 
Georg Sedler 
Johann Georg Spangler 
Joseph Weigl 
 
179726 
Senior 
Anton Hoffmann 
Simon Kölbel 
Christian Lang 
Georg Albrechtsberger (until 1798) 
Joseph Mayer (until 1798) 
Leopold Klemp (until 1798) 
Lorenz Grasel 
Joseph Scheidl 
 
Junior 
Franz Alexander Pössinger  
Philipp Schindlöcker 
Carl Joseph Schramm 
Georg Sedler 
Johann Georg Spangler  
Georg Perger 
Peter Fuchs [Fux] (until 1798) 
their positions as senior assessors would be filled by 
Nurscher and Krottendorfer. This is curious, as 
Umlauf was not (at this point) listed as an assessor 
and Klemp was last listed in 1794. Neither Nurscher 
nor Krottendorfer are recorded in the meeting 
minutes as having attended a meeting the rest of the 
year. The notes indicate that Baldey also died, but he 
was not replaced. See SP, 1795, No. 16. 
26 Weigl, Sedtler and Schindlöcker appeared as 
assessors in the first meeting; the others appeared in 
SP, 1797, No. 32, 
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Joseph Lobpreis (until 1798) 
Joseph Weigl (until 1798) 
 
179827 
Senior 
Anton Hoffmann 
Simon Kölbel 
Christian Lang 
Carl Friberth 
Lorenz Grasel 
Joseph Scheidl 
Joseph Haydn28 
 
Junior 
Franz Alexander Pössinger  
Philipp Schindlöcker 
Carl Joseph Schramm 
Georg Sedter 
Johann Georg Spangler  
Georg Perger 
 
                                                 
27 SP, 1798, No. 1. 28 Named an honorary member with no term limit. 
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APPENDIX C: THE CONCERTS OF THE  
TONKÜNSTLER-SOCIETÄT, 1772–1798 
 
The concerts (or academies) hosted by the Tonkünstler-Societät are perhaps the most discussed 
element of the Society’s history. The basis for the chart below comes from the society’s 
playbills, held at the Gesellschaft der Musikfreunde,1 and the General Ausweis,2 compiled by 
Society Secretary Stefan Franz in 1839 and held at the Stadt- und Landesarchiv. The Society’s 
meeting minutes also contain programs; however, as these are preliminary selections, the 
repertoire often changed.3 I have used abbreviations in referencing the General Ausweis (GA) 
and the meeting minutes (SP).4 I’ve compared these sources with the oft-cited program listings in   
Carl Ferdinand Pohl’s Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-
Societät, which was also used in Mary Sue Morrow’s Concert Life in Haydn’s Vienna.5  
 
Most performances are given a single row in the table; however, some programs (especially the 
variety academies) varied significantly each night. Thus, I have detailed these in separate rows. 
As will be seen, in comparing the sources, discrepancies did emerge, making it impossible to 
know for sure which works were performed in what order. I have documented such instances. 
Occasionally, the programs listed in the primary sources differ greatly from those printed in Pohl 
and Morrow. In these instances, I have listed the repertoire from Pohl and Morrow in a footnote 
to offer a comparison, as these sources are perhaps the most cited in terms of the Society’s 
programs. 
 
In choosing how to spell the names that appear in this dissertation, I first consulted New Grove 
(NG) before consulting the Österreichisches Musiklexikon (OeML). If I could not find the 
musician in either of these sources, I chose the most commonly used name in the Society’s 
records. The first names of musicians and composers often do not appear in the primary sources, 
but using New Grove, I have included the full names on this table. 
 
Occasionally, a work appeared in one of the sources consulted, but I could not verify it with any 
other source. In these instances, the works and performers are listed in italics. 
 
Concert venues have been abbreviated as: K=Kärntnertor Theater and B=Burgtheater.  
  
                                                 
1 A-Wgm, 11678/Programme. A small collection of the Tonkunstler-Societat programs are held at the 
Theatersammlung der Österreichischen Nationalbibliothek, A-Wn, Hoftheater-Zettel, 773.042-D. 
2 A-Wsa, Haydn-Verein B 1/8, General-Ausweis über die Akademien, 1772–1865. 
3 A-Wsa, Haydn-Verein A 2/1, Sitzungsprotokolle and A-Wsa, Haydn-Verein B 2/1, Sitzungsprotokolle. 
4 I’ve included shortened citations for the references to the Sitzungsprotokolle. They follow the formula: SP, 
year, agenda item. 
5 Carl Ferdinand Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät (Vienna: 
1871); and Mary Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (Stuyvesant, NY: Pendragon Press, 1989). 
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Date/Venue Program 
1772 March 29, 
April 1/56 
 
 
 
 
 
 
 
 
K 
1. Joseph Starzer     Symphony 
2. Florian Gassmann  La Betulia liberata 
      Singers: From the Italian opera buffa 
3. (3/29, 4/5) Unknown Violin Concerto  
       Soloist: Franz La Motte 
 (4/1) Unknown Flute Concerto  
       Soloist: Anton Schulz 
4. Franz Asplmayr            Symphony 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Florian 
Gassmann (batutta)7 
Dec. 17/208 
 
 
 
 
 
 
 
 
 
 
K 
1. Johann Adolph Hasse  Sant’Elena al Calvario 
      Singers: Clementina Poggi, Costanza Baglioni,   
  Anna Maria Weiss, Domenico Poggi, Domenico   
  Guardasoni 
2. (12/17) Unknown Viola Concerto  
  Soloist: Carl Stamitz9  
 (12/20) Unknown Cello Concerto  
  Soloist: Ignaz Küffel10 
 (12/17) Unknown Clarinet Concerto  
  Soloist: Herr Lotz11  
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Johann 
Adolph Hasse (batutta)12 
1773 March 
21/2513 
 
 
 
 
 
1. Johann Adolph Hasse Sant’Elena al Calvario 
      Singers: Clementina Poggi, Costanza Baglioni,   
  Anna Maria Weiss, Domenico Poggi, Domenico   
  Guardasoni 
2. (3/21) Unknown Clarinet Concerto  
  Soloists: Anton and Johann Stadler 
    (3/25) Unknown Oboe Concerto  
                                                 
6 The GA only indicates the oratorio performed, not the additional information. This information is taken from 
the meeting minutes. SP, 1772, No. 2. The playbills from these academies are missing. 
7 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7. It is worth mentioning that Pohl seems to assume 
the composer of the works performed led as director (or battuist). In most cases this is likely correct. 
8 In addition to the GA, the program appears in SP, 1772, No. 13. The playbills from these academies are 
missing. 
9 Pohl (p. 57) and Morrow (p. 241–42) reverse the nights that the concertos were performed; I have listed the 
order as written in the meeting minutes. 
10 The GA only mentions Küffel’s cello performance as between-act entertainment. 
11 Pohl (p. 57) Morrow (p. 241) indicate that Lotz performed a clarinet concerto, but I was unable to confirm 
this using the SP and GA. Pohl attributes the program addition to the Realzeitung, 1772, No. 50. 
12 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
13 There is only one surviving playbill from this concert, but it does not include the between-act entertainment. 
The GA does not indicate any concerto soloists; this information is also found in the meeting minutes. SP, 1773, No. 
1. 
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  Soloist: Vittorino Colombazzo  
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Florian 
Gassmann (batutta)14 
Dec. 19/2115 
 
 
 
 
 
 
 
K 
1. Carl Ditters von Dittersdorf  Ester 
      Singers: Soloists from the Italian opera buffa 
2. (12/19) Carl Ditters von Dittersdorf? Violin Concerto  
  Soloist: Carl Ditters von Dittersdorf  
 (12/21) Unknown Flute Concerto  
  Soloist: Anton Schulz  
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Carl Ditters 
von Dittersdorf (batutta)16 
1774 March 2017 
 
 
 
 
 
 
 
K 
1. Giuseppe Bonno  Il Giuseppe ricognosciuto 
      Singers: Soloists from the Italian opera buffa 
2. Unknown Viola Concerto  
  Soloist: Carl Stamitz18 
 Unknown Duet for Violin and Cello19 
  Soloists: Anton and Johann Hoffmann 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Giuseppe 
Bonno (batutta)20 
Dec. 18/2121 
 
 
 
 
 
 
 
 
1. Johann Adolph Hasse  Il cantico dei tre fanciulli 
      Singers: Costanza Baglioni, Rosa Baglioni, Margaretha  
      Spangler, Anna Maria Weiss, Domenico Poggi 
2. (12/18) Unknown Violin and Cello Concerto  
  Soloists: Anton and Johann Hoffmann  
 (12/21) Unknown Cello Concerto22  
  Soloist: Joseph Franz Weigl  
 
                                                 
14 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
15 There is only one surviving playbill from this concert, but it does not include the between-act entertainment. 
The GA only mentions Dittersdorf as a soloist. Given that he was a well-known violinist and composed serval solos, 
it is extremely likely he penned the one performed. See also SP, 1773, No. 9.  
16 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
17 In addition to the GA, the program appears in SP, 1774, No. 6. The playbills from this academy are missing. 
18 Pohl (p. 57) Morrow (p. 243) indicate that Stamitz performed, but I was unable to confirm this using the SP 
and the GA. 
19 The GA does not indicate what concerto was performed between parts; the SP lists the duet, but this was the 
same piece performed at the December academy. It is possible that the duet was not performed until December and 
the Stamitz concerto was substituted later. SP, 1774, No. 6. 
20 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
21 In addition to the playbills and the GA, the program appears in SP, 1774, No. 10. 
22 The GA does not include Weigl’s concerto, but it is listed in the SP. SP, 1774, No. 10. 
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K Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
(batutta)23 
1775 April 2/424 
 
 
 
 
 
 
 
 
K 
1. Joseph Haydn Il ritorno di Tobia 
      Singers: [Maria] Magdalena Friberth, Margaretha   
 Spangler, Barbara Teyber, Christian Specht, Carl Friberth 
2. (4/2) Unknown Violin Concerto  
  Soloist: Alois Luigi Tomasini  
 (4/4) Unknown Cello Concerto  
  Soloist: Xavier Marteau25  
 
Directors: Joseph Trani? (violin), Ignaz Umlauf (clavier), Joseph 
Haydn (batutta)26 
Dec. 17/1927 
 
 
 
 
 
 
 
 
K 
1. Ferdinando Bertoni David poenitens28 
      Soloists: [Maria] Magdalena Friberth, Margaretha  
  Spangler, Barbara Teyber, Christian Specht, Carl  
  Friberth29 
2. (12/17) Jean-Paul-Gilles Martini  Symphony from Henri IV 30 
3. (12/17) Unknown Clarinet Concerto  
  Soloists: Anton and Johann Stadler  
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
or Giuseppe Bonno (batutta)31 
1776 March 
17/2032 
 
1. Carl Ditters von Dittersdorf  Isacco figura del Redentore 
      Soloists: Catarina Cavalieri, Margarethe Morigi,   
  Marianne Vitadeo, Carl Friberth, Adalbert Brichta 
                                                 
23 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7. Pohl indicates that Bonno directed concerts from 
1774–1780, while Starzer directed from 1774–1783. This suggests that (unless otherwise scheduled) each composer 
was responsible for directing one set of academies a year. 
24 In addition to the playbill and GA, the program appears in SP, 1775, No. 4. 
25 The SP indicates that originally Franz Xavier Hammer, a cellist for the Esterházy family, was scheduled to 
participate rather than Marteau. SP, 1775, No. 4. 
26 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7. While Pohl indicates that Joseph Trani led from 
the violin, one wonders if Alois Luigi Tomasini, whom Haydn brought with him from Esterháza, actually led the 
ensemble. 
27 Only the Dec. 17 playbill exists for this academy. In addition to the playbill and GA, the program appears in 
SP, 1775, No. 14. 
28 This work was translated into German by Anton Ulbrich, a member of the Society and the Hofkapelle. 
29 The SP indicates that the soloists listed for the April 1775 academy were engaged for the December concerts; 
however, it seems slightly odd that the Esterházy musicians would have performed rather than local musicians. SP, 
1775, No. 14. Further, Bertoni’s oratorio requires seven voices, so it is unclear if the roles were doubled by these 
singers or if two additional performers were engaged.  
30 The GA does not include what the between-part entertainment was, but the SP lists the two works above. The 
playbill suggests that the concerto was performed on December 17, while the playbill from December 19 is missing. 
31 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
32 Only the March 17 playbill survives. In addition to the playbill and GA, the program appears in SP, 1776, No. 
6. 
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2. (3/17) Unknown Flute Concerto33  
  Soloist: Johann Baptist Wendling  
 (3/20) Jean-Paul-Gilles Martini  Symphony from Henri IV  
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
or Giuseppe Bonno (batutta)34 
Dec. 1835 
 
 
 
 
 
K 
1. Florian Gassmann  La Betulia liberata  
      Soloists: None listed 
2. Unknown Oboe Concerto  
  Soloist: Friedrich Ramm 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
or Giuseppe Bonno (batutta)36 
1777 March 1737 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
K 
1. Karl Ordonez  Symphony38 
2. Joseph Haydn  Chorus from Il ritorno di  
   Tobia 
3. Tommaso Traetta Recitative and Cavatina from 
   Armida  
  Soloist: Catarina Cavalieri 
4. Louis-Henry Paisible39  Violin Concerto  
  Soloist: Louis-Henry Paisible 
5. Karl Kohaut  Symphony  
6. Unknown  Aria  
  Soloist: Christoph Arnobardi40 
7. Karl Kohaut  Concerto for Several  
    Instruments41 
8. Georg Christoph Wagenseil  Cantata 
      Soloists: Catarina Cavalieri, Marianne Vitadeo, Leopold  
  Ponschab 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
or Giuseppe Bonno (batutta)42 
                                                 
33 The concerto is not mentioned on the GA, but it is listed in the SP. SP, 1776, No. 6. 
34 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
35 The playbill for this concert does not survive. The program is listed in the GA and in SP, 1776, No. 17. 
36 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
37 In addition to the playbill and GA, the program appears in SP, 1777, No. 3. 
38 The GA suggests that the concert opened with the Haydn chorus and was followed by the symphony. 
39 Morrow and Pohl (p. 58) note that Paisible composed the concerto; while this is certainly possible, his name 
is not listed on the GA, SP (SP, 1777, No. 3.), or playbill.  
40 The GA specifies that Kohaut composed the aria. 
41 Morrow (p. 245) includes Paisible’s name in this entry; however, neither the playbill nor the GA includes this 
composer’s name. According to the GA and NG, Kohaut performed his lute in this piece. 
42 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
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Dec. 18/2143 
 
 
 
 
 
 
 
K 
1. Antonio Salieri  La Passione di Gesù Cristo     
  Soloists: Catarina Cavalieri, Margaretha Spangler,44  
  Vincenzo Righini, Antonio Pesci 
2. (12/18) Karl Ordonez Symphony  
 (12/21) Unknown Violin Concerto  
  Soloist: Anna Payer45 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (batutta)46 
1778 March 
23/2747 
 
 
 
 
 
 
 
K 
1. Joseph Starzer  La passione del Redentore 
      Soloists: Maria Anna Tauber, Anna Maria Weiss,   
  Catarina Cavalieri, Joseph Hoffmann 
2. (3/23) Unknown Violin Concerto  
  Soloist: Anton Janitsch48 
 (3/27) Unknown Cello Concerto  
  Soloist: Joseph Reicha 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
(batutta)49 
Dec. 2050 
 
 
 
 
 
 
 
 
 
 
 
1. Johann Sperger  Symphony 
2. Carl Ditters von Dittersdorf Aria  
  Soloist: Matthäus Souter 
3. George Frideric Handel Grand Chorus 
3. Johann Sperger  Contrabass Concerto  
  Soloist: Johann Sperger 
4. Franz Teyber  Aria  
  Soloist: Therese Teyber 
5. Antonio Sacchini Grand Chorus 
6. Gottfried van Swieten[?]  Symphony51 
7. [Tommaso?] Giordiani  Aria with obbligato flute52  
  Soloists: Catarina Cavalieri and Franz Thurner 
                                                 
43 Only the playbill from December 18 survives. The program is listed in the GA and in SP, 1777, No. 10. 
44 Morrow speculates this was “Herr Spangler,” but the GA, SP, and the playbill indicate that Margaretha 
performed the role. 
45 Anna Payer’s performance is documented in Pohl (p. 58), Morrow (p. 243), and the SP (SP, 1778, No. 10), 
but the playbill is missing for that performance and her name is not listed in the GA. 
46 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
47 Only the playbill from March 27 survives. The program is listed in the GA and in SP, 1778, No. 5. 
48 The GA only lists Reicha as a performer, but the SP indicates Janitsch performed during the first concert. SP, 
1778, No. 5. 
49 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
50 The program is listed in the GA, the playbill, and in SP, 1778, No. 29. 
51 The GA indicates that the symphony was: “neue Symphonie von einer hohen Standesperson von 
componiert.” The SP indicate this person was von Swieten. SP, 1778, No. 29.  
52 The SP indicates that Cavalieri’s aria was accompanied by obbligato flute, but this instrumentation does not 
appear on the playbill or in the GA. This same piece was likely repeated at the concert on March 12, 1780. 
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8. George Frideric Handel Grand Chorus 
9. Unknown Violin Concerto  
  Soloist: Joseph Zistler 
10. Giuseppe Sarti Trio  
  Soloists: Catarina Cavalieri, Therese Teyber, Matthäus  
  Souter 
11. George Frideric Handel  Grand Chorus 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Giuseppe 
Bonno (batutta)53 
1779 March 
21/2354 
 
 
 
 
 
 
 
 
 
K 
1. George Frideric Handel  Judas Maccabäus 
      Soloists: Anna Maria Vitadeo, Matthäus Souter, Joseph  
  Hoffmann, Georg Spangler 
2. (3/21) Unknown Oboe Concerto  
  Soloist: Friedrich Ramm 
 (3/23) Joseph Starzer  Concerto (for two orchestras 
   with trumpets and drums) 
  Soloists: Johann Baptist Wendling and Papendik [Charles  
  Papendiek?55] (flutists) 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
or Giuseppe Bonno (batutta)56 
Dec. 19/2157 
 
 
 
 
 
 
 
 
K 
1. Maximilian Ulbrich  Die Israeliten in der Wüste 
      Soloists: Catarina Cavalieri, Therese Teyber, Matthäus  
  Souter, Joseph Hoffmann 
2. (12/19) Unknown Violin Concerto  
  Soloist: Ludwig Schmid 
 (12/21) Unknown Cello Concerto  
  Soloist: Charles Janson 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Maximillian 
Ulbrich (batutta)58 
1780 March 1259 
 
 
 
 
1. Bach  Symphony 
2. Carlo Monza Aria  
  Soloist: Catarina Cavalieri 
3. George Fredric Handel Grand Chorus 
                                                 
53 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
54 In addition to the playbills and the GA, this information appears in SP, 1779, No. 1. 
55 The NG entry for Wendling indicates that he had a student named Charles Papendiek.  
56 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
57 Only the playbill from December 19 survives. See also GA and SP, 1779, No. 38. 
58 This information is not included in the concert report section of the SP (where this information regularly 
appeared from around 1780 onward). It is taken from Pohl, 96–7.  
59 In addition to the playbills and the GA, this information appears in SP, 1780, No. 4. 
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4. Joseph Starzer Concerto for Five Wind  
   Instruments  
  Soloists: Anton and Johann Stadler (clarinets), Joseph  
  Nagel, Franz Zwirzina (horns), Jacob Griesbacher   
  (bassoon) 
5. [Tommaso?] Giordani  Aria with Flute  
  Soloists: Catarina Cavalieri and [Johann Paul?] Gehring 
6. George Fredric Handel Grand Chorus 
7. Unknown Violin Concerto  
  Soloist: Johann [Christoph] Toeschi 
8. Friedrich Hartmann Graf  Der verlorne Sohn 
      Soloists: Aloysia (Weber) Lange, Therese Teyber, Matthäus 
  Souter, Joseph Hoffmann 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
(batutta)60 
March 14 
 
 
 
 
 
 
 
 
 
 
 
 
 
K 
1. Joseph Haydn  New Symphony 
2. Giacomo Insanguine [Monopoli]  Aria 
  Soloist: Catarina Cavalieri 
3. George Fredric Handel  Grand Chorus 
4. Unknown Violin Concerto  
  Soloist: Friedrich Johann Eck 
5. Ignaz Holzbauer  Aria 
  Soloist: Ludwig Fischer 
6. Antonio Sacchini  Chorus 
7. Friedrich Hartmann Graf  Der verlorne Sohn 
      Soloists: Aloysia (Weber) Lange, Therese Teyber, Matthäus 
  Souter, Joseph Hoffmann 
 
Directors: Joseph Trani (violin), Ignaz Umlauf (clavier), Joseph Starzer 
(batutta)61 
December No academies due to the death of Maria Theresa 
1781 March 
11/1362 
 
 
 
 
 
 
1. Thaddäus Huber Symphony 
2. (3/11) Unknown Cello Concerto  
  Soloist: Joseph Franz Weigl 
 (3/13) Unknown Oboe Concerto  
  Soloist: Friedrich Ramm 
3. Johann Adolph Hasse Alcide al bivio63 
      Soloists: Catarina Cavalieri, Therese Teyber, Valentin  
  Adamberger, Leopold Ponschab  
                                                 
60 SP, 1780, No. 4. 
61 SP, 1780, No. 4. 
62 In addition to the playbills and the GA, this information appears in SP, 1781, No. 6. 
63 At the end of 1780 (SP, 1780, No. 43), the Society announced that Hasse’s “opera seria” Alcide al bivio 
would be performed. This piece was originally meant for the December concert, but the academy was cancelled due 
to the death of Maria Theresa. SP, 1781, No. 4. 
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Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (battutta)64 
April 1/365 
 
 
 
 
 
 
 
K 
1. (4/3) Wolfgang Amadeus Mozart Symphony  
2. Johann Georg Albrechtsberger  Die Pilgrime auf Golgatha 
      Soloists: Catarina Cavalieri, Therese Teyber, Valentin  
  Adamberger, Ludwig Fischer 
3. (4/3) Wolfgang Amadeus Mozart?66 Piano Concerto  
  Soloist: Wolfgang Amadeus Mozart  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Johann 
Georg Albrechtsberger (battutta) 
Dec. 22/2367 
K 
1. Johann Adolph Hasse  Sant’Elena al Calvario68 
  Soloists: Unknown 
1782 March 
17/1969 
 
 
 
 
 
 
 
 
K 
1. Marianna Martines Isacco figura del Redentore 
      Soloists: Catarina Cavalieri, Therese Teyber, Barbara Fischer, 
  Leopold Ponschab, Ludwig Fischer 
2. (3/17) Unknown Duo  
  Soloists: Wenzel Kauzner (bassoon) and Georg Tribensee  
  (oboe) 
 (3/19) Unknown Violin Concerto 
  Soloist: Joseph Hoffmann 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (battutta) 
Dec. 22/2370 
 
1. Christoph Willibald Gluck Symphony 
2. Christoph Willibald Gluck Two Choruses 
                                                 
64 SP, 1780, No. 43. 
65 The playbill from April 3 is missing. The program is listed in the GA and in SP, 1781, No. 11. 
66 None of the archival sources explicitly state that Mozart performed this concerto, but it seems most likely that 
he did. 
67 No playbills from either academy survive. The program is found in the GA and SP, 1781, No. 44. 
68 The Society originally planned to revive Haydn’s Il ritorno di Tobia during its December academy (SP, 1781, 
No. 42), but this did not materialize. At the Society’s next meeting, it was decided that Hasse’s oratorio would be 
performed. No additional information regarding the performance exists. 
69 No playbills from either academy survive. The program (aside from the concerto and vocal soloists) can be 
found in the GA. SP, 1782, No. 9 has the entire program. 
70 Only the playbill from December 23 survives. The program can be found in the GA and in the meeting 
minutes, SP, 1782, No. 50. It is important to note that there are two sets of meeting notes from that year. One set (B 
2/1) appeared on the playbill and in the GA, which is why I have listed it in the table above. The other set (A 2/1) 
included several different pieces and a different order.  
1. Sinfonia from Haydn’s Il ritorno di Tobia 
2. Cantata in three voices by Wagenseil (soloists: Catarina Cavalier, Therese Teyber, and Valentin Adamberger) 
3. Aria 
4. New chorus by Handel 
5. Aria 
6. Concerto (the first night was the Stadler brothers on clarinet, and the second was Zistler on violin) 
7. Handel chorus 
8. Symphony and chorus by Gluck  
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3. Johann Gottlieb Naumann  Aria  
  Soloist: Valentin Adamberger 
4. George Frideric Handel  Chorus (in English) 
5. Johann Gottlieb Naumann Aria  
  Soloist: Leopold Ponschab 
6. Giuseppe Maria Cambini  Violin Concerto 
  Soloist: Joseph Zistler 
7. Georg Christoph Wagenseil Cantata 
      Soloists: Catarina Cavalieri, Valentin Adamberger, Leopold 
  Ponschab 
8. Antonio Sacchini Chorus 
9. Antonio Salieri Aria with obbligato oboe71  
  Soloist: Catarina Cavalieri 
10. George Frideric Handel Chorus 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (battutta) 
1783 April 6/872 
 
 
 
 
 
 
 
 
 
B 
1. Maximilian Ulbrich Die Israeliten in der Wüste73 
      Soloists: Catarina Cavalieri, Therese Teyber,74 Leopold  
  Ponschab, Joseph Hoffmann 
2. (4/6) Joseph Went Harmonie Partie  
  Soloists: The Emperor’s wind band 
    (4/8) Friedrich Hartmann Graf  Flute Concerto  
  Soloist: [Johann Paul?] Gehring  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (battutta) 
                                                 
71 Morrow (p. 252) does not specify the obbligato oboe. 
72 In addition to the playbills and the GA, this information appears in SP, 1783, No. 8. 
73 According to the SP, the Society had hoped to perform Tommaso Traetta’s Ifigenia in Tauride with Catarina 
Cavalieri, Therese Teyber, Valentin Adamberger, and Leopold Ponschab as soloists. The concert was to also include 
a new symphony and chorus by Joseph Haydn, a trio by Giovanni Paisiello, a concerto to be named at a later date. 
The concert eventually materialized in December 1784. SP, 1783, No. 8. 
74 Teyber’s name is not mentioned in the meeting notes, but her name is listed on the playbill and in the GA. SP, 
1783, No. 18. 
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 Dec. 2275 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Haydn  Symphony, Chorus76 
2. Antonio Sacchini77   Aria  
  Soloist: Stefano Mandini  
3. Antonio Sacchini   Aria   
  Soloist: Catarina Cavalieri 
4. Joseph Starzer  Chorus   
5. Wolfgang Amadeus Mozart  Piano Concerto 
  Soloist: Wolfgang Amadeus Mozart  
6. Leopold Kozeluch  Symphony 
7. Wolfgang Amadeus Mozart Vocal Rondo78 
  Soloist: Valentin Adamberger 
8. Antonio Sacchini  Chorus 
9. Giuseppe Sarti  Vocal Trio 
  Soloists: Catarina Cavalieri, Valentin Adamberger, Stefano  
  Mandini 
10. Carl Dittersdorf  Chorus 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Joseph 
Starzer (batutta)  
 Dec. 23. 
 
 
 
 
 
 
 
 
 
 
 
 
1. Joseph Haydn  Symphony, Chorus 
2. Giovanni Valentini Aria  
    Soloist: Stefano Mandini 
4. Antonio Sacchini  Aria   
  Soloist: Catarina Cavalieri 
5. Johann Adolph Hasse  Chorus 
6. Unknown Violin Concerto 
  Soloist: Martin Schlesinger  
7. Leopold Kozeluch Symphony 
8. Wolfgang Amadeus Mozart Vocal Rondo 
  Soloist: Valentin Adamberger 
10. Antonio Sacchini Chorus 
11. Giuseppe Sarti Vocal Trio 
                                                 
75 The meeting notes largely (with a few exceptions, detailed below) match the concert orders provided in the 
GA and on the playbill. SP, 1783, No. 62. Pohl (pp. 60–61) and Morrow’s (p. 254) assessment (reproduced below) 
varies in terms of performance order. 
1. Haydn: Symphony 
2. Haydn: Chorus 
3. Sacchini: Aria (Pohl specifies the plural, Arien), Herr Mandini and Mlle Cavalieri 
4. Mozart: Piano Concerto, Mozart (the second evening Schlesinger performed a violin concerto) 
5. Koželuch: Symphony 
6. Mozart: Vocal Rondo (K. 431?), Herr Adamberger 
7. Sarti: Vocal Trio, Cavalieri, Adamberger, Mandini  
8. Hasse: Chorus 
9. Sacchini: Chorus  
10. Dittersdorf: Chorus 
76 The SP indicate the symphony and chorus were from Haydn’s oratorio [Il ritorno di Tobia].  
77 The SP does not provide composer names for the arias performed. 
78 The SP suggests that the order of Mozart’s Rondo and the Sacchini chorus were reversed. 
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  Soloists: Catarina Cavalieri, Valentin Adamberger, Stefano  
  Mandini 
12. Carl Ditters von Dittersdorf Chorus 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Joseph 
Starzer (batutta) 
1784 March 
28/3079 
 
 
 
 
 
 
 
B 
1. Joseph Haydn  Il ritorno di Tobia80 
      Soloists: Nancy (Anna) Storace, Catarina Cavalieri, Therese 
  Teyber, Carl Friberth, Stefano Mandini81 
2. (3/28) Kreyser  Flute Concerto82 
  Soloist: [Johann Philipp?] Freyhold 
 (3/30) Fischer  Violin Concerto83 
  Soloist: John Abraham Fischer  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Joseph 
Haydn (batutta) 
Dec. 22/2384 1. Thaddäus Huber Symphony 
2. Tommaso Traetta Ifigenia in Tauride 
      Soloists: Luisa Laschi, Catarina Cavalieri, Giuseppe  
  Viganoni, Mandini 
3. Joseph Haydn Chorus85  
4. (12/22) Antonio Salieri Oboe and Flute Concerto 
  Soloists: Joseph Triebensee and Joseph Probus  
 (12/23) [Josephus Andreas?] Fodor Violin Concerto86 
  Soloist: Joseph Hofmann  
5. (12/23) George Fredric Handel Chorus  
                                                 
79 In addition to the playbills and the GA, this information appears in SP, 1784, Nos. 3 and 14. 
80 The playbill advertises the two new choruses that Haydn wrote for the oratorio, which was likely to appeal to 
the audience’s interest in such numbers. For the Society’s discussion of the piece in the meeting minutes, see SP, 
1784, Nos. 3 and 14.  
81 The singers engaged for the academy changed a few times. See the Interlude for more details. 
82 The GA indicates that Freyhold performed on March 28 while Fischer performed on March 30. Morrow (p. 
256), however, indicates the opposite. See also SP, 1784, No. 17. 
83 SP, 1784, No. 14. 
84 The GA only mentions the Traetta (including soloists) and the Salieri concerto. The remaining information is 
found on the playbills and in the SP, 1784, No. 47. 
85 The meeting notes mention this was the second new chorus by Haydn’s Il ritorno di Tobia, which was 
“Svanisce in un momento.” 
86 The Society originally hoped to have the violinist Johann Borra perform, but this did not materialize. SP, 
1784, No. 52. 
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1785 March 1387 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Haydn Symphony88 
2. Unknown Aria 
  Soloist: Stefano Mandini 
3. Florian Gassmann Chorus 
4. Unknown  Aria   
  Soloist: Franziska Lebrun 
5. Joseph Haydn Chorus 
6. Unknown Oboe Concerto   
  Soloist: Ludwig August Lebrun 
7. Wolfgang Amadeus Mozart Davide penitente 
      Soloists: Catarina Cavalieri, Elizabeth Distler, Valentin 
 Adamberger  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Wolfgang 
Amadeus Mozart (batutta) 
March 1589 1. Joseph Haydn Symphony 
                                                 
87 The SP provide a different order for the pieces the Society planned to perform, which follows. See SP, 1785, 
No. 5. 
1. Joseph Haydn: Symphony in D minor and two new choruses [likely from Il ritorno di Tobia] 
2. Aria, Sung by Catarina Cavalieri 
3. Aria, Sung by Stefano Mandini 
4. Joseph Haydn: Symphony 
5. Concerto, Performed by [Johann?] Borra and [?] Schenker 
6. Wolfgang Amadeus Mozart: Psalm 
7. Joseph Haydn: Symphony 
Later, after Mozart completed his piece, the Society revised the performance order to include the following. See 
SP, 1785, No. 12. 
1. Joseph Haydn: Symphony in D minor 
2. [Antonio?] Sacchini: Chorus in E-flat 
3. (3/13) Aria, Sung by Stefano Mandini; (3/15) Aria: Sung by Franziska Lebrun 
4. Joseph Haydn: Symphony, Aria (sung by Catarina Cavalieri), and Chorus 
5. (3/13) Concerto, performed by Ludwig August Lebrun; (3/15) Concerto, performed by Schenker  
6. Mozart: Psalm 
Pohl (p. 61) and Morrow (p. 261) provide a different program order: 
1. Haydn: Symphony 
2. Aria, Herr Mandini 
3. Aria Mme Lebrun  
4. Gassmann: Chorus 
5. Haydn: Chorus 
6. Oboe Concerto, Herr Lebrun 
7. Mozart: Davide penitente, Mlle Cavalieri, Mlle Distler, Herr Adamberger 
88 The program reproduced here is found on the playbill. In the GA, the program for March 15 appears in the 
March 13 slot, suggesting that Stefan Franz confused the programs when compiling the document.  
89 The playbill for this concert is missing; the information is taken from the GA. Pohl (p. 61) and Morrow (p. 
261) provide a different program order: 
1. Haydn: Symphony 
2. Aria, Herr Mandini 
3. Aria, Mlle Cavalieri 
4. Aria, Herr Adamberger 
5. Gassmann: Chorus 
6. Sacchini: Chorus 
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B 
2. Unknown Aria    
  Soloist: Stefano Mandini 
3. Florian Gassmann Chorus 
4. Unknown Aria   
  Soloist: Catarina Cavalieri 
5. Antonio Sacchini Chorus 
6. Unknown    Aria  
  Soloist: Valentin Adamberger 
7. Joseph Haydn   Chorus 
8. Unknown    Violin Concerto   
  Soloist: [Heinrich?] Marchand 
9. Wolfgang Amadeus Mozart  Davide penitente 
  Soloists: Catarina Cavalieri, Valentin Adamberger  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Wolfgang 
Amadeus Mozart (batutta) 
Dec. 22/2390 
 
 
 
 
 
 
 
 
B 
1. Carl Ditters von Dittersdorf Ester 
      Soloists: Catarina Cavalieri, Gianinna Nani, Rosa Molinelli, 
  Valentin Adamberger, Vincenzo Calvesi, Stefano Mandini 
2. (12/22) Unknown  Violin Concerto   
  Soloist: Joseph Otter91  
 (12/23) Wolfgang Amadeus Mozart Piano Concerto  
  Soloist: Wolfgang Amadeus Mozart 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (batutta) 
1786 April 892 
 
 
 
 
 
 
 
B 
1. Joseph Haydn Symphony 
2. Unknown Violin Concerto  
  Soloist: [Ignaz?] Fränzel (Father)93 
3. Carl Ditters von Dittersdorf  Giobbe, Part I  
      Soloists: Catarina Cavalieri, Maria Anna Orsler, Katharina Gsur, 
  Valentin Adamberger, Vincenzo Calvesi, Stefano Mandini 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Carl 
Ditters von Dittersdorf (batutta) 
April 9 
 
 
1. Thaddäus Huber Symphony  
2. Unknown Violin Concerto   
  Soloist: [Ferdinand?] Fränzel (Son) 
                                                 
7. Haydn: Chorus 
8. Violin Concerto, Herr Marchand 
9. Mozart: Davide penitente, Mlle Cavalieri, Mlle Distler, Herr Adamberger 
90 The playbill for the Dec. 23 academy is missing. The program is found in the GA and SP, 1795, No. 38. 
91 According to the SP, the Society hoped to engage the violinist Martin Schlesinger for the first concert. SP, 
1785, No. 38. 
92 In addition to the GA and playbills, the program appears in SP, 1786, No. 4. 
93 Morrow places the concerto at the end of the program, but the GA, playbill, and SP indicate it was performed 
second. SP, 1786, No. 4. 
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3. Carl Ditters von Dittersdorf Giobbe, Part II 
      Soloists: Catarina Cavalieri, Maria Anna Orsler, Katharina Gsur, 
  Valentin Adamberger, Vincenzo Calvesi, Stefano Mandini 
4. Carl Ditters von Dittersdorf  Giobbe, Chorus from Part I94  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Carl 
Ditters von Dittersdorf (batutta) 
Dec. 22/2395 
 
 
 
 
 
 
 
 
B 
1. Anton Teyber Gioas96 
      Soloists: Thekla Podleska, Nancy (Anna) Storace, Francesco 
  Benucci, Michael Kelly 
2. (12/22) Unknown Piano Concerto   
  Soloist: Cäsar Scheidl97  
 (12/23) Unknown Violin Concerto   
  Soloist: Joseph Zistler  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Anton 
Teyber (batutta) 
1787 March 30 
April 198 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Carl Ditters von Dittersdorf  New Symphony 
2. (4/1) Unknown  Flute Concerto   
  Soloist: Nikolaus Scholl  
3. Georg Christoph Wagenseil  Cantata with Chorus 
      Soloists: Catarina Cavalieri, Stefano Mandini, Vincenzo Calvesi 
4. (3/30) Unknown Violin and Cello Concerto 
  Soloists: Zeno Franz Menzel and Philipp Schindlöcker 
 (4/1) Vicente Martín y Soler  Pieces from Una cosa rara 
   (Harmoniemusik)   
  Soloists: The Emperor’s wind band 
5. Giuseppe Gazzaniga  I Profeti al Calvario 
      Soloists: Catarina Cavalieri, Stefano Mandini, Vincenzo  
  Calvesi, Ignaz Saal 
 
Directors: Anton Hoffmann (violin), Joseph Weigl99 (clavier), Ignaz 
Umlauf (batutta) 
Dec. 
22/23100 
 
 
1. Leopold Kozeluch  Moisè in Egitto 
  Soloists: Anna Morichelli, Maria Mandini, Vincenzo Calvesi, 
  Stefano Mandini 
                                                 
94 The repetition of this chorus is not listed in the GA, but it was publicized with the playbill. 
95 In addition to the GA and playbills, the program appears in SP, 1786, No. 35. 
96 The Society apparently planned to perform Teyber’s work for the Lent academy, but cancelled it to perform 
Dittersdorf’s work. The program change was noted on the playbill and in the SP (SP, 1786, No. 4). The entry for this 
concert cycle is found at SP, 1786, No. 35. 
97 The Society’s program notes that Scheidel was a ten-year-old (presumably a child prodigy). 
98 In addition to the GA and playbills, the program appears in SP, 1787, No. 4. 
99 The Joseph Weigl (1766–1846) listed here was the son of the cellist and Society member Joseph Franz Weigl. 
To distinguish between the performers, I use the elder’s full name—Joseph Franz Weigl.  
100 In addition to the GA and playbills, the program appears in SP, 1787, No. 26. 
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2. Leopold Kozeluch  Piano Concerto   
  Soloist: Maria Theresia Paradis 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf  (clavier), Leopold 
Kozeluch (batutta) 
1788 March 
15/16101 
 
 
 
 
 
 
 
 
 
 
B 
1. Domenico Mombelli  La morte, e la deposizione 
   dalla croce di Gesù Cristo 
      Soloists: Luisa (Laschi) Mombelli, Aloysia (Weber) Lange, 
  Domenico Mombelli 
2. Johann Hoffmann  Concertino 
  Soloists: Zeno Franz Menzl and Peter Fuchs [Fux] (violins), 
  Friedrich Rhein (flute), Philipp Schindlöcker (cello) 
 Unknown Violin Concerto102 
  Soloist: Martin Schlesinger 
3. Johann Georg Albrechtsberger  New Great Chorus 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf  (clavier), Antonio 
Salieri (batutta) 
Dec. 22103 
 
 
 
 
 
 
 
 
 
 
 
 
 
1. Joseph Haydn   Symphony 
2. Joseph Haydn  Aria  
  Soloist: Adriana Ferrarese 
3. George Frideric Handel  Chorus 
4. Unknown  Violin Concerto   
  Soloist: Joseph Hoffmann 
5. Antonio Sacchini   Chorus 
6. Unknown  Aria    
  Soloist: Francesco Morella 
7. Unknown   Bass Concerto   
  Soloist: Johann Sperger 
8. Unknown  Aria (Rondò)104  
  Soloist: Adriana Ferrarese 
9. Joseph Haydn  Symphony 
                                                 
101 In addition to the GA and playbills, the program appears in SP, 1788, No. 8. 
102 The SP indicates that Schlesinger performed a violin concerto during the second academy, in lieu of the 
Concertino. It is not clear if this is the case as the GA does not report on the piece and the playbill states that a 
concerto would be given between acts.  
103 In addition to the GA and playbills, the program appears in SP, 1788, No. 23. Pohl (p. 62) and Morrow (p. 
273) provide a different program order: 
1. Joseph Haydn: Two Symphonies 
2. Handel: Aria with Chorus, Mme Ferrarese 
3. Sacchini: Chorus 
4. Vocal Rondo, Ferrarese 
5. Handel: Chorus 
6. Violin Concerto, Josef Hofmann 
7. Contrabass Concerto, Johann Sperger 
8. Aria, Herr Morella 
104 The SP specifically indicate that Ferrarese performed a rondò, an aria form she was particularly known for 
(see Chapter 4 of this dissertation). Morrow and Pohl forget the accent when denoting this work in their program. 
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Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (batutta) 
Dec. 23105 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Haydn  Symphony 
2. George Frideric Handel Aria, Chorus 
  Soloist: Adriana Ferrarese 
3. Unknown  Piano Concerto   
  Soloist: Josepha Barbara von Auernhammer 
4. Antonio Sacchini  Chorus 
5. Unknown  Violin Sonata   
  Soloist: Joseph Hoffmann 
6. Unknown  Aria (Rondò)   
  Soloist: Adriana Ferrarese 
7. Unknown  Violin Concerto   
  Soloist: Philipp Schindlöcker106 
8. Joseph Haydn  Symphony 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf (clavier), Antonio 
Salieri (batutta) 
1789 April 1/5107 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Carl Ditters von Dittersdorf   Best Numbers from Giobbe 
  Soloists: Catarina Cavalieri, Aloysia (Weber) Lange, Valentin 
  Adamberger, Ignaz Saal 
2. (4/1) Unknown  Cello Concerto   
  Soloist: Maximilian Willmann       
3. (4/5) Unknown Violin Concerto   
  Soloist: Heinrich Eppinger  
4.  (4/5) Johann Georg Albrechtsberger  Chorus “Alleluja”   
5. Carl Ditters von Dittersdorf  Giobbe, “Storm” Chorus from 
   Part I108 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf  (clavier), Antonio 
Salieri (batutta) 
Dec. 
22/23109 
1. Vincenzo Righini  Il natal d’Apollo 
                                                 
105 Pohl (p. 62) and Morrow (p. 273) provide a different program order:  
1. Haydn: Two Symphonies 
2. Handel: Aria with Chorus Mme Ferrarese 
3. Sacchini: Chorus 
4. Vocal Rondo, Ferrarese 
5. Handel: Chorus 
6. Piano Concerto, Mlle Auernhammer 
7. Violin Concerto, Josef Hofmann (son) 
8. Cello Concerto, Josef Schindlöcker 
106 Morrow and Pohl indicate the concerto was played by Josef Schindlöcker; however, it is more than likely 
this was played by Philipp.  
107 In addition to the GA and playbills, the program appears in SP, 1789, No. 5. 
108 This chorus is not mentioned in Morrow/Pohl, but it is listed in the GA and SP.  
109 In addition to the GA and playbills, the program appears in SP, 1789, No. 16. 
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     Soloists: Catarina Cavalieri, Josepha (Weber) Hofer, Vincenzo 
  Calvesi, Ignaz Saal 
2. (12/22) Wolfgang Amadeus Mozart   Quintet  
  Soloists: Anton Stadler (clarinet) and Joseph Zistler (violin)110 
 (12/23) François Devienne   Concertino   
  Soloists: Anton Stadler (clarinet), Joseph Probus (flute), Wenzel 
  Kautzner (bassoon)  
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf  (clavier), Antonio 
Salieri (batutta) 
1790 March/ 
April 
No academies due to the death of Joseph II 
Dec. 
22/23111 
 
 
 
 
 
 
 
B 
1. Leopold Kozeluch  Moisè in Egitto 
      Soloists: Adriana Ferrarese, Dorothea Bussani, Vincenzo  
  Calvesi, Ignaz Saal 
2. (12/22) Leopold Kozeluch  Piano Concerto   
  Soloist: Maria Theresia Paradis 
 (12/23) Anton Wranitzky  Violin Concerto   
  Soloist: Anton Wranitzky 
 
Directors: Anton Hoffmann (violin), Ignaz Umlauf  (clavier), Leopold 
Kozeluch (batutta) 
1791 
 
 
April 
16/17112 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Wolfgang Amadeus Mozart  Symphony 
2. Johann Paisiello Excerpts from Fedra 
      Soloists: Aloysia (Weber) Lange,113 Vincenzo Calvesi, Santi 
  Nencini 
 3. (4/16) Ignaz Pleyel  Cello Concerto   
  Soloist: Cajetan Gottlieb  
 (4/17) Friedrich Dürand  Violin Concerto   
  Soloist: Friedrich Dürand 
4. Johann Georg Albrechtsberger  Chorus “Alleluja” 
5. Georg Druschetzky  Harmoniemusik for 21  
   wind instruments114 
 
Directors: Anton Hoffmann (violin), Joseph Weigl (clavier), Antonio 
Salieri (batutta) 
Dec. No academies due to the illness of Catarina Cavalieri. 
                                                 
110 The playbill and SP indicate that Stadler and Zistler had a feature role in the quintet. 
111 In addition to the GA and playbills, the program appears in SP, 1790, No. 8. 
112 In addition to the GA and playbills, the program appears in SP, 1791, No. 8. 
113 Mozart wrote an aria, sung by Lange, which was inserted into the work. 
114 This work was composed for the Emperors Prague coronation and was performed by the orchestral members 
employed by the Princes Esterházy and Grassalkovich. 
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1792 April 15115 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Haydn   Symphony (Paris)116 
2. George Frideric Handel  Chorus  
3. Joseph Tribensee (?)        Oboe Concerto 
   Soloist: Joseph Tribensee 
4. Ignaz Pleyel  Aria  
   Soloist: Catarina Cavalieri 
5. [Antonio?] Bianchi          Aria    
   Soloist: Vincenzo Maffoli 
6. Johann George Albrechtsberger  Quintet in pieno 
7. Joseph Haydn       Chorus 
8. Anton Kraft        Violin Concerto   
   Soloist: Anton Kraft 
9. [Antonio?] Sacchini           Duet    
   Soloists: Catarina Cavalieri and Vincenzo Maffoli 
10. Johann George Albrechtsberger   Chorus 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)117 
April 16118 
 
 
 
 
1. Joseph Haydn   Symphony  
2. Joseph Tribensee(?)          Oboe Concerto  
  Soloist: Joseph Triebensee 
3. Jean-Baptist Krumpholtz     Harp Concerto  
  Soloist: Josepha Müllner 
                                                 
115 In addition to the GA and playbills, the program appears in SP, 1792, No. 8. The directors are not listed in 
the meeting minutes. Pohl (p. 63) and Morrow (p. 280) provide a different program order: 
1. Joseph Haydn: Symphony 
2. Oboe Concerto, Joseph Tribensee 
3.Anton Kraft (father): Violin Concerto, Anton Kraft (son) 
4. Pleyel: Aria, Mlle Cavalieri 
5. Bianchi: Aria, Herr Maffoli 
6. Sacchini: Duet, Cavalieri and Maffoli 
7. Albrechtsberger: Quintet in pieno 
8. Handel: Chorus 
9. Haydn: Chorus 
10. Albrechtsberger: Chorus 
116 The playbill indicates that this symphony was one of the last composed in Paris, Nos. 82–87. 
117 Pohl, 96–97. 
118 Pohl (p. 63) and Morrow (p. 280) provide a different program order: 
1. Haydn: Symphony  
2. Oboe Concerto, Performed by Joseph Tribensee 
3. Krumpholtz: Harp Concerto, Josefa Müllner 
4. Borghi: Aria, Mlle Cavalieri 
5. Prati: Aria, Vinz. Maffoli 
6. Sacchini: Duet, Cavalieri and Maffoli 
7. Albrechtsberger: quintet in pieno 
8. Handel: Chorus 
9. Haydn: Chorus 
10. Albrechtsberger: Chorus 
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4. [Giovanni Battista?] Borghi  Aria   
  Soloist: Catarina Cavalieri 
5. Alessio Prati   Aria 
  Soloist: Vincenzo Maffoli 
6. [Antonio?] Sacchini  Duet  
  Soloist: Catarina Cavalieri and Vincenzo Maffoli 
7. Johann Georg Albrechtsberger  quintet in pieno 
8. George Frideric Handel  Chorus 
9. Joseph Haydn  Chorus 
10. Johann Georg Albrechtsberger  Chorus 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)119 
Dec. 22120 
 
 
 
 
 
 
B 
1. Joseph Weigl  Venere ed Adone 
      Soloists: Catarina Cavalieri, Dorothea Bussani, Vincenzo  
  Calvesi, Ignaz Saal 
2. Joseph Preindl  Piano Concerto   
  Soloist: Cäsar Scheidl121 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Joseph 
Weigl (batutta)122 
Dec. 23 No academies due to the illness of the singer Catarina Cavalieri. 
1793 March 
23/24123 
 
 
 
 
 
 
 
B 
1. Joseph Weigl  Venere ed Adone 
      Soloists: Therese Gassmann (Rosenbaum), Anna Gassmann, 
  Vincenzo Calvesi, Ignaz Saal 
2. (3/23) Joseph Hoffmann  Cello Concerto   
  Soloist: Joseph Hoffmann  
 (3/24) Joseph Preindl  Piano Concerto  
  Soloist: Johanna Sonnleithner  
 
Directors: Anton Hoffmann (violin), Joseph Franz Weigl (clavier), 
Joseph Weigl (batutta)124 
Dec. 
22/23125 
 
 
 
 
 
1. Joseph Haydn  Symphony 
2. (12/22) Unknown Aria    
  Soloist: Therese Gassmann (Rosenbaum) 
 (12/23) Unknown  Aria    
  Soloist: Vincenzo Maffoli  
                                                 
119 Pohl, 96–97. 
120 In addition to the GA and playbills, the program appears in SP, 1792, No. 18. 
121 The playbill for the December 23 concert indicates that Joseph Hoffmann was slated to play a cello concerto 
in place of Scheidl. 
122 Pohl, 96–97. 
123 The program is mentioned in the GA and on the playbills; it is not recorded in the SP. 
124 Pohl, 96–97. 
125 In addition to the GA and playbills, the program appears in SP, 1792, No. 25. 
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3. Joseph Haydn   Chorus with German text126 
4. Joseph Haydn  Symphony 
5. (12/22) Unknown Violin Concerto   
  Soloist: Heinrich Eppinger 
 (12/23) Joseph Went  Trio for two oboes and  
   English horn    
  Soloists: Johann, Franz, and Philipp Mathias Teimer  
6. Joseph Haydn  Chorus with Italian text 
7. Joseph Haydn   Symphony 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Joseph 
Haydn (batutta)127 
1794 April 
12/13128 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Haydn   Symphony with the beloved 
    Andante [No. 94 “Surprise”] 
2. Unknown  Aria with obbligato flute  
  Soloists: Therese Gassmann and Franz Thurner 
3. Joseph Preindl   Chorus 
4. (4/12) Unknown  Aria    
  Soloist: Michael Kress  
 (4/13) Unknown  Aria    
  Soloist: Ignaz Saal  
5. Vincenzo Righini   New Vocal Quartet 
6. (4/12) Unknown   Double Horn Concerto  
  Soloists: Gabriel Lendway and Mathäus Nickel       
 (4/13) Unknown  Violin Concerto   
  Soloist: Franz Clement129  
7. Johann Paisiello   “Hymnus” for four parts with 
    two orchestras and two  
    choruses 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)130 
Dec. 22, 
23131 
 
 
 
1. Joseph Eybler   Die Hirten bei der Krippe zu 
     Bethlehem 
      Soloists: Aloysia (Weber) Lange, [Antonie?] Flamm, Ignaz 
  Saal, Johann Michael Spangler 
                                                 
126 The program notes that Haydn completed the symphonies and choruses in England and that Haydn directed 
the academies. The “Chorus with German text” was likely Der Sturm (1793), while the Italian chorus may have 
been “Su cantiamo, su beviamo” (1791).  
127 Pohl, 96–97. 
128 The program is listed in the GA and the playbills, but it was not recorded in the SP. 
129 The playbill indicates that Clement was thirteen-years-old. 
130 Pohl, 96–97. 
131 In addition to the GA and playbills, the program appears in SP, 1794, No. 68. This entry is not as detailed as 
those appearing previously and does not indicate the directors who led the performances. 
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2. Joseph Triebensee   Oboe Concerto132   
  Soloist: Joseph Triebensee  
 (12/23) Unknown  Cello Concerto; variation on a 
     theme from Die Zauberflöte 
   Soloist: (Vinzenz) Hauschka133  
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Joseph 
Eybler (batutta)134 
1795 March 
29/30135 
 
 
 
 
 
 
 
 
 
 
B 
1. Antonio Casimir Cartellieri  Symphony136 
2. (3/29) Ludwig van Beethoven  Piano Concerto   
  Soloist: Ludwig van Beethoven  
 (3/30) Antonio Casimir Cartellieri Bassoon Concerto  
  Soloist: Wenzel Matuschek  
3. Antonio Casimir Cartellieri Gios, re de Giuda  
  (Part 1 on 3/29; Part 2 on 3/30) 
      Soloists: Marianna Sessi, Mlle Marescalchi137, Giuseppe  
  Viganoni, Ignaz Saal, Johann Michael Vogl, Johann Michael 
  Spangler 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)138 
Dec. 22139 1. Paul Wranitzky  Symphony140 
                                                 
132 This piece apparently included a popular Rondo movement which, according to the playbill, was repeated on 
Dec. 23 after Hauschka’s concerto. 
133 The GA and playbill indicate that Hauschka was a dilettant—a skilled amateur musician.  
134 Pohl, 96–97. 
135 In addition to the GA and the playbill from March 29 (the second is missing), the program appears in SP, 
1795, No. 13. The Society considered three options for this performance (SP, 1795, No. 9). See my discussion in 
Chapter 2. This entry is not as detailed as those appearing previously and does not indicate the directors who led the 
performances.  
136 Morrow indicates that the symphony and concertos were heard second, but the GA and playbill list these 
pieces first. 
137 I was unable to locate a first name for Marcheshalchi. 
138 Pohl, 96–97. 
139 This information is taken from the GA and the playbill. The SP indicate that the Society was initially 
planning to perform the oratorio Il sacrificio d’Abramo by Domenico Cimarosa. 
140 The GA offers some contradictory information from the playbill; I have indicated the divergences in 
subsequent footnotes. Morrow (p. 289) and Pohl (p. 65) offer the following order, which also contradicts the order 
listed on the playbill:  
1. Paul Wranitzky: Symphony 
2. Righini: Aria with chorus 
3. Stengel: Aria with obbligato oboe and English horn, the Teimer brothers 
4. Sarti: Aria 
5. Salieri: Vocal Rondo, Mlle Sessi 
6. Pugnami: Cavatina, Mlle Sessi accompanying herself on guitar 
7. Paisiello: Vocal Trio, Mlle Sessi, Mlle Willmann, Herr Viganomi 
8. Viotti: Double Violin Trio, Herr Fux and Herr Menzel 
9. Zingarelli: Quintet, Sessi, Willmann, Therese and Anna Gassmann, Viganoni 
10. Handel: Chorus 
11. Sacchini: Chorus 
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2. Vincenzo Righini  Aria 
 Soloist: Therese Gassmann (Rosenbaum) 
3. Giuseppe Sarti  Aria 
 Soloist: Magdalena Willmann 
4. G. Stengel Aria 
 Soloist: G. Stengel 
5. Gaetano Pugnani Cavatina 
 Soloist: Marianne Sessi  
6. Johann Paisiello  Vocal Trio   
 Soloist: Marianne Sessi, Magdalena Willmann, Giuseppe 
 Viganomi 
7. George Frideric Handel Chorus 
8. Giovanni Battista Viotti  Double Violin Trio  
 Soloists: Zeno Franz Menzl and Peter Fuchs [Fux] 
9. [Antonio?] Sacchini  Chorus 
10. Antonio Salieri  Vocal Rondo  
 Soloist: Marianne Sessi 
11. Niccolò Antonio Zingarelli  Quintet     
 Soloists: Marianne Sessi, Magdalena Willmann, Therese 
 Gassmann (Rosenbaum), Anna Gassmann, Giuseppe Viganoni 
12. Joseph Haydn  Chorus 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)141 
 Dec. 23 
 
 
 
 
 
1. Paul Wranitzky   Symphony142 
2. Antonio Salieri   Aria with oboe143  
  Soloists: Therese Gassmann and Joseph Czerwenka 
3. Niccolò Antonio Zingarelli  Rondo144 
  Soloist: Magdalena Willmann 
4. Johann Paisiello  Rondo145  
                                                 
12. Haydn: Chorus 
141 Pohl, 96–97. 
142 Morrow (p. 290) and Pohl (p. 65) offer the following order, which contradicts the order listed on the playbill:  
1. Paul Wranitzky: Symphony 
2. Salieri: Aria with oboe, Mlle Gassmann and Herr Czerwenka 
3. Stengel: Aria with obbligato oboe and English horn, Teimer brothers 
4. Zingarelli, Vocal Rondo, Mlle Willmann 
5. Salieri: Vocal Rondo, Mlle Sessi 
6. Pugnami: Cavatina, Mlle Sessi accompanying herself on guitar 
7. Paisiello: Vocal Trio, Mlle Sessi, Mlle Willmann, Herr Viganomi 
8. Schindlöcker: Violin Concerto, Joseph Kremer 
9. Zingarelli: Quintet, Sessi, Willmann, Therese Gassmann (Rosenbaum),  Anna Gassmann, Viganoni 
10. Handel: Chorus 
11. Sacchini: Chorus 
12. Haydn: Chorus 
13. Albrechtsberger: Chorus 
143 The GA indicates a Joseph Haydn chorus was performed instead. 
144 The GA suggests the Antonio Sarti aria performed the night before was performed instead. 
145 The GA indicates that the Zingarelli aria was heard here. 
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B 
 Soloist: G. Stengel 
5. Joseph Weigl Rondo146 
 Soloist: Marianne Sessi 
6. Johann Paisiello  Vocal Trio   
 Soloists: Marianne Sessi, Magdalena Willmann, Giuseppe 
 Viganomi 
7. George Frideric Handel  Chorus 
8. Philipp Schindlöcker  Cello Concerto 
  Soloist: Joseph Kremer  
9. [Antonio?] Sacchini   Chorus147 
10. Gaetano Pugnani  Cavatina148 
  Soloist: Marianne Sessi, who accompanied herself 
11. Niccolò Antonio Zingarelli  Quintet    
  Soloists: Marianne Sessi, Magdalena Willmann, Therese  
  Gassmann, Anna Gassmann, Giuseppe Viganoni 
12. Joseph Haydn   Chorus149 
 
Directors: Anton Hoffmann (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)150 
1796 March 
20/21151 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
1. Unknown Work for two choirs with  
   trumpets and timpani152 
2. Antonio Salieri  La Riconoscenza 
       Soloist: Therese Gassmann (Rosenbaum) 
3. (3/20) Alois Luigi Tomasini  Violin Concerto   
  Soloist: Tomasini (Son)153  
 (3/21) Unknown Harp Concerto 
  Soloist: Josepha Müllner  
4. Peter Winter  Timotheus, oder die Gewalt 
   der Musik 
      Soloists: Magdalena Willmann, Therese Gassmann   
  (Rosenbaum), Anna Gassmann, Ignaz Saal, Bartholomäus  
  Bondra 
 
                                                 
146 The GA indicates that Marianne Sessi performed the Cavatina by Pugnani here, but this same work is 
mentioned later in the document, meaning one was likely an error. 
147 The GA indicates that Marianne Sessi performed a Cavatina. 
148 The GA indicates that Therese Gassmann performed the Antonio Salieri aria instead. 
149 The GA indicates that a chorus by Johann Georg Albrechtsberger was performed instead. 
150 Pohl, 96–97. 
151 In addition to the GA and playbills, the program appears in SP, 1796, No. 6. A copy of one playbill is 
reproduced in Chapter 5 of this dissertation. This entry is not as detailed as those appearing previously and does not 
indicate the directors who led the performances. 
152 Morrow does not include this opening chorus (by an unknown composer) in her list. The text on the program 
reads: “Den Anfang machen zwey abwechslende Chöre Trumpeten und Paucken.” 
153 Tomasini had two sons—Anton and Alois—who were near the same age and who joined the Esterházy 
Kapelle as violinists at approximately the same time. It is unclear who was the soloist at this concert. 
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Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)154 
 Dec. 
22/23155 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Paul Wranitzky  Symphony156 
2. Joseph Haydn Chorus 
3. (12/22) Unknown Piano Concerto157 
  Soloist: Joseph Wölfl 
 (12/23) Unknown Cello Concerto 
  Soloist: Philipp Schindlöcker 
4. Joseph Haydn  Andante, Symphony No. 94 
  “the beloved Andante with the drumstroke” 
5. Franz Xaver Süssmayr  Der Retter in Gefahr 
      Soloists: Therese Gassmann (Rosenbaum), Magdalena  
  Willmann, Anna Tepser (Ascher), Ignaz Saal, Georg Krebner, 
  Anton Stadler (clarinet)158 
 
Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)159 
1797 April 9/10160 
 
 
 
 
 
 
 
 
 
B 
1. Peter Winter  Timotheus, oder die Gewalt 
   der Musik 
     Soloists: Magdalena Willmann, Therese Gassmann,  
  Joseph Simoni, Ignaz Saal 
2. (4/9) Georg Tribensee  Concerto for Oboe and Violin, 
  Soloists: Georg Tribensee and Joseph Breymann  
 (4/10) Antonio Casimir Cartellieri  Duet Clarinet Concerto  
  Soloists: Anton and Johann Stadler  
 
Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)161 
                                                 
154 Pohl, 96–97. 
155 In addition to the GA and playbills, the program appears in SP, 1796, No. 54. A copy of one playbill is 
reproduced in Chapter 5 of this dissertation. This entry is not as detailed as those appearing previously and does not 
indicate the directors who led the performances. 
156 Morrow (p. 293) and Pohl (65) offer the following order, which differs from what appears on the playbill: 
1. Paul Wranitzky: New Symphony 
2. Süssmayr: Der Retter in Gefahr 
3. Haydn: Chorus 
4. Haydn: “the beloved Andante with the drumstroke” (No. 94 “Surprise”) 
5. Piano Concerto, Wölfel (12/22); Cello Concerto, Schindlöcker (12/23) 
157 The GA indicates that Schindlöcker appeared on Dec. 22, while Wölfel appeared on Dec. 23. I have chosen 
the order listed on the playbill.  
158 Stadler received mention on the playbill for his solo role in one of the movements. 
159 Pohl, 96–97. 
160 In addition to the GA and playbills, the program appears in SP, 1797, No. 14. This entry is not as detailed as 
those appearing previously and does not indicate the directors who led the performances. 
161 Pohl, 96–97. 
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Dec. 
22/23162 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Paul Wranitzky Symphony 
2. Georg Frederic Handel  Chorus 
3. Franz Xavier Süssmayr  Andante from Der Retter in 
   Gefahr  
  Soloists: [Friedrich?] Schulz and Anton Stadler 
4. (12/22) Franz Krommer  Oboe Concerto   
  Soloist: Joseph Czerwenka 
 (12/23) Anton Wranitzky  Concerto for Violin and Cello 
  Soloists: Anton Wranitzky and Anton Kraft  
5. Johann Georg Albrechtsberger  “Allelujah” 
6. Domenico Cimarosa  Aria    
  Soloist: Therese Gassmann 
7. Vincenzo Righini  Aria 
  Soloist: Ignaz Saal 
8. (12/22) Antonio Sacchini  Chorus  
 (12/23) Beethoven  Trio with variations from the 
   opera Don Giovanni for two 
   oboes and English horn  
  Soloists: Joseph Czerwenka, [?] Reuter, Philipp Matthias Teimer 
9. Vincenzo Righini  Vocal Quartet with Chorus 
 
Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)163 
1798 April 1/2164 
 
 
 
 
 
 
 
 
 
 
 
B 
1. Joseph Eybler  Symphony 
2. (4/1) Unknown Clarinet Concerto  
  Soloist: Joseph Beer [Bähr] 
 (4/2) Ludwig van Beethoven  Quintet    
  Soloists: Ludwig van Beethoven (piano), Georg Tribensee  
  (oboe), Joseph Beer [Bähr] (clarinet),Wenzel Matuschek  
  (bassoon), Mathäus Nickel (horn) 
3. Joseph Haydn  Die sieben letzten Worte 
      Soloists: Therese Gassmann, Antonie Flamm, Karl Friedrich 
  Clemens Weinmüller, Sigsmund Hüller (4/1), Ignaz Saal (4/2)165 
 
Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Joseph 
Haydn (batutta)166 
Dec. 
22/23167 
1. Joseph Eybler  Overture 
2. Joseph Haydn  Aria  
                                                 
162 In addition to the GA and playbills, the program appears in SP, 1797, Nos. 24. This entry is not as detailed as 
those appearing previously and does not indicate the directors who led the performances. 
163 Pohl, 96–97. 
164 In addition to the GA and playbills, the program appears in SP, 1798, Nos. 12 and 13. This entry is not as 
detailed as those appearing previously and does not indicate the directors who led the performances. 
165 Neither the GA nor the SP mention that Saal was the performer for the second night. 
166 Pohl, 96–97. 
167 In addition to the GA and playbills, the program appears in SP, 1798, No. 38. This entry is not as detailed as 
those appearing previously and does not indicate the directors who led the performances. 
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  Soloist: Antonie Flamm 
3. Joseph Haydn  “Military Symphony”[No. 
   100] 
4. Leopold Kozleuch  Concerto    
  Soloists: Anton Teyber (piano), Joseph Zahradnizek (mandolin), 
  Anton Weidinger (trumpet), Friedrich Pischelberger (contrabass) 
5. Ettore Romagnoli  Cantata with choruses168  
  Soloists: Therese Gassmann, Antonie Flamm, Ignaz Saal,169 
  Sigismund Hüller 
 
Directors: Joseph Scheidl (violin), Anton Teyber (clavier), Antonio 
Salieri (batutta)170 
 
 
                                                 
168 The playbill notes that the Empress Marie Therese provided the music for both the cantata and the preceding 
concerto. 
169 The GA indicates that Clemens Weinmüller performed the first night and Ignaz Saal performed the second 
night. I was unable to confirm this with either the meeting notes or concert programs. It is most likely that Stefan 
Franz (who compiled the GA) mistakenly noted this switch for the Dec. concerts rather than the April concerts.   
170 Pohl, 96–97. 
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APPENDIX D: CONCERT INCOME, EXPENSES, AND 
TICKET SALES, 1772–1798 
 
 
The income and expense information below was derived from a table compiled by Stefan Franz, 
the Society’s Rechnungs-Führer (Account Auditor), in 1821.1 Using the Society’s cashbooks, I 
have attempted to correct any errors in Franz’s calculations and have added information for the 
concerts he neglected (in 1781).2 
 
Franz derives the gross income from the “Extra Einnahm” (Extra Income) section of the 
cashbooks, excluding any large payments to the Society that did not come from academies. 
These totals include income from ticket sales, donations, and the sale of librettos. The expenses 
are roughly totaled based on the “Extra Ausgaben” (Extra Expense) section of the cashbooks. 
Franz strives to include only the money spent on the academies (excluding officer salaries and 
other small expenses), but one must use care in interpreting the data as the sums are not 
necessarily reflective of the amount spent on a particular academy. For example, the money paid 
to Lorenzo Da Ponte for revising the oratorio libretti in 1786 is included in Franz’s total. The net 
income is the difference between the previous two figures, and thus equates to profit. 
 
Using the Society’s ticket sales reports, I have totaled the approximate number of tickets sold.3 I 
have borrowed Dexter Edge’s formula, in which he adds the number of individual tickets, 
gesperrte Sitze (locked seats), and boxes (assuming 3 people were in each box).4 These numbers 
are estimates at best and do not account for any complementary that tickets were given, if a 
patron decided to use his or her box which was reserved for the theater season (though this was 
generally discouraged), and if so, how many patrons were sitting in each box, if someone snuck 
in without paying, those occupying standing room, etc. 
  
                                                 
1 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862.   
2 A-Wsa, Haydn-Verein, B 5/1–5/28, Societäts-Rechnung vom Jahres 1771–1798. 
3 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862.   
4 Dexter Edge, “Mozart’s Reception in Vienna, 1787–1791,” in Wolfgang Amadè Mozart: Essays on his 
Life and his Music, ed. Stanley Sadie (Oxford: Clarendon Press, 1996), 80n45. 
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Date Work Given Gross Income  Expenses  Net Income  Estimated Attendance 
1772 March 29,  Florian Gassmann: La 
Betulia liberata 
2,296 fl 52x 459 fl 8x 1,837 fl 44x 3,827 
 
April 1, 
April 5 
Florian Gassmann: La 
Betulia liberata 
676 fl 18x 43 fl 56x 632 fl 22x 
Dec. 17 and 
20 
Johann Adolf Hasse: 
Sant’Elena al Calvario 
1,677 fl 37x 152 fl 29x 1,525 fl 8x Missing 
1773 March 21 
and 25 
Johann Adolf Hasse: 
Sant’Elena al Calvario 
1,125 fl 21x 193 fl 36x 931 fl 45x 1,222 
Dec. 19, 21 Carl Ditters von 
Dittersdorf: Ester 
2,116 fl 6x 298 fl 2x 1,818 fl 4x 2,325 
1774 March 20 Giuseppe Bonno: Il 
Giuseppe ricognosciuto 
1,329 fl 51x 298 fl 31x 1,031 fl 20x 1,124 
Dec. 18, 21 Johann Adolf Hasse: Il 
cantico dei tre fanciulli 
1,710 fl 31x 269 fl 17x 1,441 fl 14x 1,724 
1775 April 2, 4 Joseph Haydn: Il ritorno di 
Tobia 
2,085 fl 17x 373 fl 1x 1,712 fl 16x 2,336 
Dec. 17, 19 Ferdinando Bertoni, David 
poenitens 
1,299 fl 47x 295 fl 49x 1,003 fl 58x 1,367 
1776 March 17, 20 Carl Ditters von 
Dittersdorf, Isacco figura 
del Redentore 
1,142 fl 17x 330 fl 34x 811 fl 43x 1,463 
Dec. 18 Florian Gassmann, La 
Betulia liberata 
850 fl 12x 211 fl 7x 639 fl 5x 844 
1777 March 17 Variety Concert 993 fl 10x 238 fl 12x 754 fl 58x 1,601 
 
Dec. 18, 21 Antonio Salieri: La 
Passione di Giesù Cristo 
1,851 fl 37x 415 fl 10x 1,436 fl 27x 2,571 
1778 March 23, 27 Joseph Startzer: La 
passione del Redentore 
1,414 fl 56x 461 fl 25x 953 fl 31x 1,771 
Dec. 20 Variety Academy 817 fl 16x 354 fl 45x 462 fl 31x 1,068 
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Date Work Given Gross Income  Expenses  Net Income  Estimated Attendance 
1779 March 21, 23 George Frideric Handel: 
Judas Maccabäus 
1,028 fl 49x 337 fl  691 fl 49x 1,587 
Dec. 19, 21 Maximilian Ulbrich: Die 
Israeliten in der Wüste 
1,691 fl 16x 
 
456 fl 38x 1,234 fl 38x 2,501 
1780 March 12, 14 Friedrich Hartmann Graf: 
Der verlorne Sohn 
1,441 fl 12x 338 fl 1x 1,103 fl 11x 1,879 
1781 March 11, 
135 
Johann Adolf Hasse: 
Alcide al bivio 
1,608 fl 36x 198 fl 35x 1,410 fl 1x 1,896 
April 1, 3 George Albrechtsberger, 
Die Pilgrime auf Golgatha 
1,305 fl 44x 321 fl 7x 984 fl 37x 1,541 
Dec. 22, 23 Johann Adolf Hasse: 
Sant’Elena al Calvario6 
2,317 fl 37x 265 fl 51x 2,051 fl 46x 1,785 
1782 March 17, 19 Marianna Martines: Isacco 
figura del Redentore 
907 fl 44x 395 fl 8x 512 fl 36x 1,198 
Dec. 22, 23 Variety Academy 906 fl 48x 231 fl 14x 675 fl 34x 974 
 
1783 April 6, 8 Maximilian Ulbrich: Die 
Israeliten in der Wüste 
1,303 fl 23x 734 fl 53x 568 fl 30x 1,374 
Dec. 22, 23 Variety Academy 815 fl 35x 251 fl 12x 564 fl 23x 874 
 
1784 March 28, 30 Joseph Haydn: Il ritorno di 
Tobia 
1,466 fl 21x 309 fl 50x 1,156 fl 31x 1,804 
Dec. 22, 23 Tommaso Traetta: Ifigenia 
in Tauride 
1,382 fl 13x 298 fl 33x 1,083 fl 40x 1,036 
1785 March 13, 15 Wolfgang Amadeus 
Mozart: Davide penitente 
950 fl 55x 306 fl 33x 644 fl 22x 827 
Dec. 22, 23 Carl Ditters von Dittersdorf 
Dittersdorf: Ester 
 
1,070 fl 19x 227 fl 51x 842 fl 28x 955 
                                                 
5 Franz includes the total gross income, expenses, and net profit for the March and April academies. I have calculated them both separately. 
6 Franz forgot to include the December 1781 academy in his calculations. I’ve calculated the totals here by using the box office reports and cash books. 
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Date Work Given Gross Income  Expenses  Net Income  Estimated Attendance 
1786 April 8, 9 Carl Ditters von Dittersdorf 
Dittersdorf: Giobbe 
1,783 fl 23x 431 fl 57x 1,351 fl 26x 1,772 
Dec. 22, 23 Anton Teyber: Gioas 1,223 fl 8x 449 fl 56x 773 fl 12x 1,056 
 
1787 March 30, 
April 1 
Giuseppe Gazzaniga, I 
Profeti al Calvario 
1,054 fl 19x 338 fl 13x 716 fl 6x 919 
Dec. 22, 23 Leopold Kozeluch: Moisè 
in Egitto 
1,817 fl 18x 355 fl 50x 1,461 fl 18x 1,704 
1788 March 15, 16 Domenico Mombelli: La 
morte, e la deposizione 
dalla croce di Gesù Cristo 
927 fl 48x 372 fl 43x 555 fl 5x 1,027 
Dec. 22, 23 Variety Academy 862 fl 8x 300 fl 48x 561 fl 28x 945 
 
1789 April 1, 5 Carl Ditters von 
Dittersdorf: Best Numbers 
from Giobbe 
722 fl 3x 285 fl 14x 436 fl 49x 834 
Dec. 22, 23 Vincenzo Righini: Il natal 
d’Apollo 
633 fl 53x 363 fl 38x 270 fl 15x 668 
1790 Dec. 22, 23 Leopold Kozeluch: Moisè 
in Egitto 
2,255 fl 59x 248 fl 6x 2,007 fl 53x 1,477 
1791 
 
 
April 16, 17 Paisiello: Excerpts from 
Fedra 
1,241 fl 54x 369 fl 21x 872 fl 33x 1,239 
1792 April 15, 16 Variety Academy 1,766 fl 29x 177 fl 6x 1,589 fl 23x 1,670 
 
Dec. 22 Joseph Weigl: Venere e 
Adone 
544 fl 59x 312 fl 2x 232 fl 57x 596 
1793 March 23, 24 Joseph Weigl: Venere e 
Adone 
1,161 fl 44x 215 fl 22x 946 fl 22x 959 
Dec. 22, 23 Variety Academy 1,892 fl 52x 263 fl 27x 1,629 fl 25x Missing 
 
1794 April 12, 13 Variety Academy 958 fl 41x 335 fl 50x 622 fl 51x Missing 
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Date Work Given Gross Income  Expenses  Net Income  Estimated Attendance 
1794 Dec. 22, 23 Joseph Eybler: Die Hirten 
bei der Krippe zu 
Bethlehem 
1,268 fl 7x 562 fl 13x 705 fl 54x 1,033 
1795 March 29, 30 Antonio Casimir 
Cartellieri: Gios, re de 
Giuda 
1,522 fl 39x 442 fl 35x 1,080 fl 4x 1,294 
Dec. 22, 23 Variety Academy 1,880 fl 4x 399 fl 52x 1,480 fl 12x 1,338 
 
1796 March 20, 21 Antonio Salieri: La 
Riconoscenza; Peter 
Winter: Timotheus, oder 
die Gewalt der Musik 
1,774 fl 47x 487 fl 21x 1,287 fl 26x 1,776 
Dec. 22, 23 Franz Xavier Süssmayr: 
Der Retter in Gefahr 
2,593 fl 29x 349 fl 58x 2,243 fl 31x 2,794 
1797 April 9, 10 Peter Winter: Timotheus, 
oder die Gewalt der Musik 
1,014 fl 49x 340 fl 31x 674 fl 18x 721 
Dec. 22, 23 Variety Academy 1,453 fl 43x 427 fl 59x 1,025 fl 44x 1,352 
 
1798 April 1, 2 Joseph Haydn: Die sieben 
letzten Worte 
2,734 fl 21x 366 fl 33x 2,367 fl 48x 2,893 
Dec. 22, 23 Variety Academy 1,887 fl 39x 292 fl 5x 1,595 fl 34x 1,583 
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APPENDIX E: NUMBER OF TICKETS SOLD  
BY SECTION, 1772–1798 
 
The information found in the table below is taken from the office reports found at the Stadt- und 
Landesarchiv, and breaks down the number of tickets sold in each section of the theater.1 Each 
column represents a different seating option. Not all seating options were available in each 
theater (for example, only the Kärntnertortheater had a fifth floor). Also, until 1783, the tickets 
for the 2nd Parterre and the 4th Floor were included together, as they were the same price.  
 
The Society occasionally gave out free boxes, and many of those given through 1783 were noted 
on the box office reports. I have indicated the number of free boxes given, in the footnotes. The 
chart lists the number of boxes sold (not occupied); therefore, the number of free boxes is not 
included in this total.  
 
Until 1783, the Society’s concerts were held in the Kärntnertortheater; I’ve indicated changes in 
venues by highlighting the first concert series in 1783. 
 
The range in ticket prices for each seating option are as follows: 
 
1st Parterre: 1–2 fl 
2nd Parterre: 24x–34x 
3rd Floor: 30x–1f 
4th Floor: 24x–34x 
5th Floor: 10x–17x 
Officers: 40x–45x 
Ground, 1st, 2nd Floor Boxes: 4fl 15x–8fl 28x 
3rd Floor Boxes: 1 fl 30x–4 fl 14x 
1st Parterre gesperrte Sitze (GS): 1 fl 20x–2fl 16x 
3rd Floor gesperrte Sitze: 40x–50x 
 
Refer to Chapter 2 for a discussion of the theater layout, seating options, and which classes were 
likely represented. 
 
  
                                                 
1 A-Wsa, Haydn-Verein A 1/3a, Akademien 1772–1862. 
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1st 
Parterre 
2nd 
Parterre 
3rd 
Floor 
4th 
Floor 
5th 
Floor Officers 
 
Ground, 
1st, 2nd 
Floor 
Boxes 
 
 
 
3rd 
Floor Box 
GS 1st 
Parterre 
GS 3rd 
Floor 
1772177 1772 March 292  371 807 231  234  44 10 0?
3  
April 1 112 427 95  128  40 11 3  
April 5 142 534 134  134  40 11 7  
1773 March 21 111 371 69  91  34 11 5  
March 25 65 209 40  33  19 10 6  
Dec. 19 316 7094 186  253  42 11 15  
Dec. 21 123 275 82  97  27 9 2  
1774 March 20 272 438 134  104  42 11 17  
Dec. 18 255 435 129  117  37
5 11 10  
Dec. 21 134 256 90  49  25 9 3  
1775 April 2 314 683 178  165  42 11 14  
April 4 145 364 111  92  26 10 3  
Dec. 17 173 407 114  124  31 6 8  
Dec. 19 81 199 39  68  12 2 1  
1776 March 17 137 510 118  145  26 11 9  
March 20 44 199 46  96  10 5 3  
Dec. 18 89 438 106  107  23 10 5  
1777 March 17 195 777 169  278  44 10 20  
Dec. 18 170 545 113  249  47 10
6 11  
                                                 
2 There are additional ticket sales figures on the back of the cash sheet indicating that (on top of the total listed above) the Society sold 138 tickets for 
the First Parterre, 9 tickets for the third floor, and 11 tickets for the fourth floor, 
3 The Society does not indicate how many GS were sold this evening, but there is a total of 4 fl 15x recorded for the line. It appears the Society may 
have sold tickets to “Leschenkoll.” With tickets selling for 1 fl 42x, it appears that he was given a discount. 
4 This total reflects the number of tickets sold for the 2nd Parterre and the 4th floor combined. 
5 A note on the box office report suggests that “M. de Hasse” was given a free box on the second floor.  
6 A note on the box office report suggests that “Mons. Salieri” was given a free box on the third floor.  
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1st 
Parterre 
2nd 
Parterre 
3rd 
Floor 
4th 
Floor 
5th 
Floor Officers 
 
Ground, 
1st, 2nd 
Floor 
Boxes 
 
 
 
3rd 
Floor Box 
GS 1st 
Parterre 
GS 3rd 
Floor 
1777 Dec. 21 143 627 117  254  42 11 12  
1778 March 23 157 571 131  184  44 2 12  
March 27 69 229 58  66  44 8 0  
Dec. 20 127 487 94  193 5 44 97 3  
March 21 95 451 96  140 5 44 9 9  
1779 March 23 61 285 78  121 2 20 8 1  
Dec. 19 145 672 113  302 12 45 7
8 27  
Dec. 21 104 478 99  197 6 44 17 7  
March 12 135 515 100  167 17 44
9 810 17  
1780 March 14 83 346 81  127 8 33 8
11 4  
March 11 188 487 119  165 38 45 8
12 58  
1781 March 13 57 310 52  85 13 45 8
13 6  
April 114 102 427 81  111 35 45 5
15 26  
April 3 51 264 47  102 18 35 6
16 4  
Dec. 22 130 407 60  150 31 41 6 31  
Dec. 23 91 356 74  145 16 41 6 12  
1782 March 17 134 315 57  125 31 44 7 26  
                                                 
7 The Society gave two free boxes in this section. 
8 A note on the box office report suggests that free boxes on the third floor were given to “Bono, Ulbrich, Janson, and Cavalieri” for both nights. 
9 The Society gave a free box on the second floor to “Gr. Rosenburg.” 
10 The Society gave three free boxes in this section. 
11 The Society gave three free boxes in this section. 
12 The Society gave three free boxes in this section. 
13 The Society gave three free boxes in this section. 
14 A note on the box off report indicates that the Society sold a small number of discounted tickets: 20 at 7x and 1 for a Korporal at 14x. 
15 The Society gave six free boxes in this section. 
16 The Society gave five free boxes in this section. 
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1st 
Parterre 
2nd 
Parterre 
3rd 
Floor 
4th 
Floor 
5th 
Floor Officers 
 
Ground, 
1st, 2nd 
Floor 
Boxes 
 
 
 
3rd 
Floor Box 
GS 1st 
Parterre 
GS 3rd 
Floor 
1782 March 19 31 141 38  52 9 20 7 5  
Dec. 22 81 228 69  84 13 32 7 6  
Dec. 23 48 180 31  47 10 16 4   
1783 April 6 115 274 183 151   25 4817  12   65  
April 8 68 156 65 80  13 2318  6           13 
Dec. 22 91 142 88 95  14 45
19  12 51 
Dec. 23 25 58 48 48  7 18  0 6 
1784 March 28 142 288 159 185  13 50  36 86 
March 30 114 170 129 126  10 41  16 57 
Dec. 22 100 165 71 108  18 47  26 41 
Dec. 23 44 119 56 50  8 25  2 12 
1785 March 13 80 176 52 93  5 47  8 59 
March 15 27 56 44 33  3 13  0 11 
Dec. 22 73 175 52 114  19 44  12 44 
Dec. 23 39 90 44 53  20 20  2 26 
1786 April 8 96 238 134 113  22 44  18 46 
April 9 141 292 141 149  37 52  14 43 
Dec. 22 106 151 93 97  32 51  16 30 
Dec. 23 41 118 41 65  23 21  7 20 
1787 March 30 55 90 50 56  10 23  7 16 
April 1 66 175 108 90  19 28  11 13 
Dec. 22 135 174 140 169  31 49  49 79 
                                                 
17 The Society gave three free boxes on the second floor. 
18 The Society gave one free box on the first floor and two free boxes on the second floor. 
19 For both performances in December, the Society gave one free box on the ground floor and four free boxes on the second floor. 
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1st 
Parterre 
2nd 
Parterre 
3rd 
Floor 
4th 
Floor 
5th 
Floor Officers 
 
Ground, 
1st, 2nd 
Floor 
Boxes 
 
 
 
3rd 
Floor Box 
GS 1st 
Parterre 
GS 3rd 
Floor 
1787 Dec. 23 88 227 104 125  23 47  18 54 
1788 March 15 80 73 63 73  14 35  11 30 
March 16 70 146 98 120  15 29  7 35 
Dec. 22 79 182 96 86  19 28  15 24 
Dec. 23 46 104 57 50  18 21  9 13 
1789 April 4 39 69 44 69  21 16  5 8 
April 5 59 141 84 127  18 20  6 36 
Dec. 22 55 122 57 90  23 26  12 23 
Dec. 23 35 56 42 29  14 7  3 8 
1790 Dec. 22 132 195 127 161  62 42  34 60 
Dec. 23 73 170 104 96  30 22  15 26 
1791 April 16 41 142 67 89  41 14  15 41 
April 17 84 252 128 141  47 20  21 28 
1792 April 15 184 288 141 166  51 45  44 50 
April 16 84 187 83 123  32 19  12 33 
Dec. 22 97 122 75 109  45 29  22 39 
1793 March 23 63 78 50 65  24 16  10 26 
March 24 63 181 92 125  24 20  8 42 
1794 Dec. 22 111 145 72 128  22 34 1 17 33 
Dec. 23 89 89 61 81  11 15  12 12 
1795 March 29 183 189 107 117  36 46 1 23 45 
March 30 100 85 60 56  16 32 1 4 33 
Dec. 22 136 189 112 100  45 44 1 21 23 
Dec. 23 108 118 71 94  40 34 1 24 17 
1796 March 20 156 241 110 179  40 40 2 17 44 
March 21 149 224 116 164  28 41 1 14 42 
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1st 
Parterre 
2nd 
Parterre 
3rd 
Floor 
4th 
Floor 
5th 
Floor Officers 
 
Ground, 
1st, 2nd 
Floor 
Boxes 
 
 
 
3rd 
Floor Box 
GS 1st 
Parterre 
GS 3rd 
Floor 
1796 Dec. 22 245 340 220 291  62 61 4 77 44 
Dec. 23 174 330 198 262  39 62 4 75 44 
1797 April 9 86 135 51 66  60 19 1 5 16 
April 10 61 52 26 23  45 9 1 4 1 
Dec. 22 131 180 77 98  49 34 2 18 37 
Dec. 23 132 184 69 119  36 22              0 12  36 
1798 April 1 222 314 233 264  42 61 4 68 44 
April 2 246 336 270 288  40 63 4 86 44 
Dec. 22 119 222 119 177  40 44 2 18 44 
Dec. 23 112 192 98 118  25 34 0 24 35 
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